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This publication for the first time 
focuses on a local art tradition in Orissa, 
vividly documented and substantiated 
with visuals. The archaic cult of 
JaganndAtha that upholds Oriya national- 
ism and claims to be the central focus of 
Orissan art and culture mirrors in this 
study with an extra tinge of local flavour 
— the essence of this book. The readers 
will discover a Socio-religio-cultural 
structure supporting an art tradition in 
the Jagannitha temple of .Dharakote, a 
remote princely town in South Orissa. 
When a large number of Jagannditha 
temples in Orissa are languishing under 
want of patronage, such a study highlights 
the importance and need of documenta- 
tion which has been painstakingly 
undertaken by the author. The architec- 
ture, sculptures, paintings and rituals of 
the Jagannatha temple of Dharakote pro- 
vide an insight into the cult embedded 
in the glorious Orissan tradition. This 
insight in fact is the model for further 
study and research in different geographi- 
cal units. With growing concern for 
regional and local researches, this 
publication has national relevance as an 
art historical and art ethnological study. 


Rs. 1600 


Digitized by srujanika@gmail.com 


jndevoy 
© 


i1NdvuOd 


e ;jndeney) 


Wr 
ipueyejey 
Nd lund ° 
JemSeueqnyg NVA IONVHVTIVY 
iueqinyd 
° uIONVIOS 
jevexyuayg ° 


© 
Jihuejog 


IVNV4{N3HA 


UVHINO3Y SN IVBNYS 


Jeyluoay ndjeqwes e 
© 
e epediueg 


fNVHBNNAVW = $ 
42 efvepuns WO sp = ies 


HuUVOuVvONNS essuo jo dep 


Digitized by srujanika@gmail.com 


Art : Regional Traditions 
THE TEMPLE OF JAGANNATHA 


Architecture Sculpture Painting Ritual 


Dinanath Pathy 


SUNDEEP PRAKASHAN 
NEW DELHI! 


Digitized by srujanika@gmail.com 


Dinanath Pathy 


Art : Regional Traditions 
THE TEMPLE OF JAGANNATHA 
Architecture Sculpture Painting Ritual 


First Published 2001 
© The Author 


ISBN : 81-7574-105-8 


Published by 


Sundeep Singhal for 

SUNDEEP PRAKASHAN 

Post Box 2647, 6191/1, Dev Nagar 
Karo! Bagh, New Delhi-110 005, India 
Ph. 5718903, 5734149 

Fax: 91-11-5783694 

E-mail: books@vsnl.com 

Website: www.sundeepbooks.com 


Composed by 


Aarati Computers, Delhi 


Printed at 


G. Offset Printers, New Delhi 


Digitized by srujanika@gmail.com 


For B.N. GOSWAMY 


Digitized by srujanika@gmail.com 


DISTRICT 
Map of Ganjam 
Scale =1= 5Cm 


WS 


PHULBANI 3 BHANJANAGAR 
BELAGUNTHA 
© 


© BUGUDA 


WAY TO BHUBANESWAR 


® BALIPADAR 
BADAGADA 


KHALLIKOTE £ 


° 
DrIARAKOTE 


SERAGADA ¢ 


DIGAPAHANDI 
KORAPUT 


CHIKITI © BAY OF BENGAL 


KANCHEL! 


@ SRIKURMAM 


MP ARALAKHEMANDI 


MELIAPUT 


Digitized by srujanika@gmail.com 


CONTENTS 


Introduction ix 
List of Illustrations XV 


1. Chapter One 
Art: Regional Traditions in South Orissa 
An Overview 1 


2. Chapter Two 
The Temple 19 


3. Chapter Three 
Theme 43 


4. Chapter Four 
Techniques and Materials 135 


5. Chapter Five 
Stylistic Appraisal 141 


6. Chapter Six 


Temple Traditions 159 
7. Chapter Seven 175 
Conclusion 
8. Bibliography 179 


Digitized by srujanika@gmail.com 


vit 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


Glossary 


Appendix - ONE 
List of Temple Sculptures 


Appendix - TWO 
List of Wall Paintings 


Appendix - THREE 
Temple Records 


Appendix - Four 
List of Craft Persons in Dharakote 


Appendix - FIVE 
Important Personalities of Dharakote at the 


Beginning of the Twentieth Century (1909 A.D.) 


Index 


185 


207 


223 


230 


235 


237 


241 


Digitized by srujanika@gmail.com 


INTRODUCTION 


Orissa is fabulously rich and renowned for its magnificent temples. The temple building tradition is 
roughly two thousand years old and it did not die out with the Sun temple at Konarka, as most of the 
scholars believe. In fact, the tradition continued in various parts of Orissa highlighting regional variations 
and local styles. The recent publications* brought out by Indian National Trust for Art and Cultural 
Heritage draws our attention to a long list of unprotected monuments that are neither covered by Archaeo- 
logical Survey of India nor by Orissa State Archaeology. Surprisingly, a large number of later temples 
and mathas in South Orissa, not included in the list of protected monuments, have exquisite murals in 
their interiors. For a comprehensive study of Orissan painting, and their stylistic moorings, these would 
serve as valuable documents. In early eighties, we had focussed on the rich and lively mural traditions, 
particularly of south Orissa in our publications**, 


Works on temple architecture do not include studies on murals. Reasons are obvious, the earlier 
temples, even the medieval ones do not possess murals, and the later temples with murals have not been 
considered seriously for inclusion into the format of archaeological survey. Moreover, the studies, are 
concentrated in and around the great ancient and medieval temples of Bhubaneswar, Puri and Konarka. 
The south Orissa has been neglected, although it has a distinct stylistic development of art traditions. 


* B.K. Rath Forgotten Monuments of Orissa. 
Publication Division. New Delhi. 1996. 
** Eberhard Fischer Orissa Kunst und Kultur in Nordost Indien, German, 
Sitakant Mahapatra Museum Rietberg, Zurich. 1980. 


Dinanath Pathy 
** Dinanath Pathy Mural Paintings in Orissa, Lalit Kala Akademi. 
Bhubaneswar, 1980. 
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Jagannatha temple and the cult of Jagannatha have played a major role in the formulation of 
kingship and their relation with feudatory chiefs and zamindars in central, coastal. and south Orissa. The 
Jagannatha temple of Puri, therefore, began to act as the surrogate concept of sovereign authority. The 
other temples followed the Puri model. The Cult of Jagannatha and the Regional Tradition of Orissa, 
1978 by Eschmann, Kulke and Tripathi is a major work on the cult and the temple of Puri. But it is not 
a documentation of the temple, its architecture, sculptures and paintings. While the present deplastering 
on the Puri Jagannatha temple has brought to light a great wealth of sculptural materials, the mural 
paintings inside do not stand in conformity with the sculptures in terms of style, workmanship, and 
antiquarian value. Moreover, a greater portion of the murals are the handiworks of non-traditional 
cirrakaras. Therefore, the structural harmony of the Puri temple has been vitiated by the neglect and 
upkeep of its murals. Thus the Puri temple no longer stands as an adequate model of the cult. 


I was looking for a Jagannatha temple which would fulfill my ambitions of documenting the 
architecture, sculptures, paintings and traditions in their best state of preservation in a cultural context. I 
found Dharakote temple to be the ideal model. My selection was based on the following premises. 


Dharakote was not a very important zamindari like Ghumusara to be the target of attack by the 
British administration resulting in the destruction of cultural property and tradition. It was neither too 
small like Tarala to be ignored in the historical evolution. As a town, Dharakote has undergone the 
process of urbanisation, but, not to an extent of losing its identity. The Raja of Dharakote has not 
deserted his palace and the town and migrated to Berhampur as it has happened in the case of other 
zamindars of Digapahandi, Khallikote and Cikitigada. 


The Rdja lives here amidst his once-upon-a-time subjects (Praja). The town has retained its 
traditional milieu and structure. People of different castes and the temple servants live within a multi- 
caste hierarchy. The interaction between the palace, the town, the Raja, and the Praja exists even today. 
The Raja is regarded as the representative of Jagannatha and yet his Lordship is still deployed to sweep 
the floors of the chariot. It is a privilege enjoyed only by Calanti Visnu. The Raja, who has been often 
elected to the Orissa Legislative Assembly, depends mostly on his people and enters into a new kind of 
relation beyond the parameters of the traditional interrelationship. 


Dharakote represents the temple, the Raja and the artisans with a structural frame work of a 
regional tradition. The methods adopted for the study are therefore both art historical, art ethnological, 
textual as well as contextual. I have tried to build up reference materials based on interviews with temple 
servants and the Raja. At the same time, 1 have also tried to arrive at conclusions for art stylistical 
evaluation in the light of existing archaeological and archival material. I have assessed both the findings 
supplementing each other in support of a South Orissan tradition. 


The present study emphasises upon Jagannatha as an institution that grew in South Orissa in the 
eighteenth and nineteenth centuries and became a part of the kingship and local administration. The 
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zamindars, or the local kings, played a major role in preserving the art and cultural traditions and to 
foster a regional culture. They imitated the Puri kings and conducted themselves as the first servants of 
Jagannatha. They have patronaged painters, preists and other local talents. This tradition is still active 
and functional in remote areas far from the centre point, Puri. 


A stylistic analysis of the sculptures and paintings include their special compositional structures, 
perspective architectural details, arrangements of landscapes, delineation of human figures, designs of 
costumes, ornaments, and the characteristics of line and colours. The study also attempts to make a 
comparative, stylistics through gleanings from pata paintings, pailmleaf paintings, and murals of South 
Orissa and of Srikakulam district in Andhra Pradesh. The regional style can also be deciphered from the 
earliest traces of mural paintings found at Jayantigada, Buguda situated close to the town of Dharakote. 
Therefore, the paintings of Dharakote juxtaposed in the light of other regional forms establish a distinct 
school and a tradition on its own, quite different from that of the much publicised Puri paintings. The 


stylistic analysis asserts an identity that was hitherto lost within the board nomenclature of Orissan art 
tradition. 


This doucmentation of temple tradition makes a holistic study for a regional art style. The daily 
rituals, annual ceremonies and festivals therefore have been included in this project. This temple has a 
number of sevakas starting from the king, the first servant to the menial, the last one who sweeps the 
temple floor. Although this system is not codified as it has been done in the Jagannatha temple at Puri, 
the tradition in Dharakote reflects the rituals and the Chatisa Niyoga of the Puri temple in a miniature 
format. 


The appendices incorporate lists of the temple sculptures, paintings, crafts persons living in 
Dharakote alongwith information on some temple records and a detailed glossary consisting cf local 
terms in painting and architecture. 


With the growing concern for regional and local studies for ascertaining their contribution to the 
formulation of a provincial/national style, the present publication fulfills an important purpose and aspires 
to be a basic doucment in the field of Art History. While photography is prohibited in the Puri temple and 
there are a number of restrictions and dogmas at Puri, Dharakote temple provides liberal opportunities of 
research that facilitate this study on the temple and the cult. 


The catholicity of attitude of the authorities in Visva Bharati University enabled me to keep up 
this project as a partially residential student. The University as well as Kala Bhawan, have been extremely 
generous to extend me all facilities. I, therefore, thank the University authorities, Principal, and the staff 
members of Kala Bhawan. 


1 am greatly indebted to my teacher Kanchan Chakraverti, Departpment of Art History, Kala 
Bhawan, Visva Bharati who has been my constant mentor and inspirer in preparing this project. His love, 
affection and scholastic guidance have enabled me to complete this work. 
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In late seventies, I had shown this temple to Eberhard Fischer, Director of the Museum, Rietberg, 
Zurich who instantly after viewing the murals came up with the idea of an individual monograph on the 
temple and persuaded me to take it up. He showed his concern for the deteriorating status of the murals. 
We both had a long discussion with the Raja Saheb and Dr. Fischer even cautioned the Raja Saheb that he 
might loose his family heritage if the murals were not protected. What a pity ! During all these years, 
nothing tangible could be done to protect the murals, and the loss is stupendous. Now, a number of 
murals have simply been wiped out. I increasingly admire Dr. Fischer's vison while this book goes for 
print with documents of the lost murals which he had photographed in 1977. 1, value the words of B.N 
Goswamy too who on seeing the photographs in our book Orisssa Kunst und Kultur in Nordost Indien 
wanted me to go for a single monograph on the temple. Kapila Vatsyayan, on whose academic agenda the 
Orissan art figures as a major concern, insisted for documenting the regional temples of Orissa. The 
present publication reflects all these ideas and concerns. 


Ananta Narayana Singh Deo, the present Raja of Dharakote has been king enough to lend me all 
support for this project. 1 had the unique distinction of being his guest in the royal palace many a times 
during my survey and research work. As an artist and art historian, I have derived immense satisfaction 
spending several nights amidst old paintings, furniture, textiles and handicarfts in his palace. I am also 
thankful to him for his valuable information on the temple and his lineage. His son, Prince Kishore 
Chandra Singh Deo has also extended his whole hearted cooperation during the absence of his father at 
Dharakorte. 


Photographing the murals from the scaffoldings involved a peculiar problem. To Climb on a 
higher level than the deities enthroned below was initially objected to by the priests. It was due to the 
intervention of Biswa Bihari Khadanga, the then, Art teacher of the local high school, that the photographing 
was possible. Biswa Bihari had considerable influence in the town, and this made things easy. He also 
provided me with interesting information on the temple. His wife Pankaja and their children not only 
accomodated several groups deputed by me to Dharakote on project work in their house but saw to it that 
they got substantial and delicious food to keep them happy. This group consisted of Balakrsna Nanda, 
Dilip Kumar Tripathy, Manas Rajan Jena and Asoka Praharaj. I am thankful to Balakrsna Nanda for the 
temple plans. 


D.N. Rao has accompanied me to Dharakote several times to photograph the temple murals, 
sculptures and festivals. 1 have used most of his photographs in this book. I am thankful to him for his 
time and company. Ramahari Jena, R.P. Das, K.S. Behera, B.K. Rath and Bhagaban Panda were of great 
inspiration, strength and assistance to me in this project. Ramahari helped in local coordination, R.P.Das, 


K.S. Behera and B.K. Rath in sharpening my understanding of architectural features, and Bhagaban 
Panda of literary inputs. 


During the preparation of this project a number of my colleagues, friends and well wishers have 
helped me in various ways. They are Jogindra Mahapatra, painter from Dharakote; Rama Prasada Panda, 
the panda of the Jagannatha temple; Lokanath Baxipatnaik, a retired employee of Dharakote palace; 
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Netra Utsava Das, sthapati from the village Mathura near Dharakote; and Mihir Kumar Sahu, an alumni 
of Visva Bharati University. I remember with gratitude their help at the time of this publication. Without 
the help and co-operation of the sevakas of the Jagannatha temple and inhabitants of Dharakote town, my 


project would have remained incomplete. These interactions have enriched my knowledge and information 
about the temple. 


Lastly, Sundeep Singhal of Sundeep Prakashan deserves my thanks for taking up the 
publication. 


Ratha Yatra 
3rd July 2000 Dinanath Pathy 
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Gaikandi, majhibakhard, upper panel, Gogostha, lower panel, Trnasura carrying Balarama and 
Krsna, south wall. 


Otakandi, majhibakhard, Subhadra inside a pavilion, Rukmini and ddasi outside. 


Orakandi, majhibakhard, Subhadra and Arjuna in Krsna’s palace in Dvaraka attended by 
servants. 


Otakandi, majhibakharda, Arjuna and Subhadra. 

Otakandi, majhibakhard, Subhadra (left), Arjuna in the chariot. 

Otakandi, majhibakharda, Subhadra and Arjun inside the chariot. 

Otakandi, majhibakhard, Arjuna with courtiers at Dvaraka. 

Otakandi, majhibakharda, Krsna and Balarama learning from their guru, Sandipani. 
Otakandi, majhibakharda. 

Bagakandi, majhibakharad, details of Krsna and gopi panel. 

Bagakandi, majhibakhard, Visnu killing the demon Madhu, West wall. 


Bagakandi, majhibakhard, upper panel, cranes, middle panel dancing Krsnas and gopis. lower 
panel, Hiranya vidarana, Narsimha tearing open the bowl of demon Hiranyakasipu, east wall. 


Hamsakandi, majhibakhard, Laksminarayana inside a shrine, west walll. 


Hamsakandi, majhibakhara, lower panel, Jagannatha, Balabhadra and Subhadra; upper pannel 
Radha Krsna yugala, east wall. 


Hamsakandi, majhibakhard, upper panel, swans; lower Radha and Krsna inside a kunja in two 
sequences, west wall. 


Marikadakandi, majhibakhard, middle panel, monkey couple in erotic pose. 


Marikadakandi, majhibakhard, upper panel, padmalatd, middle panel, monkey families, lower 
panel, samkirtanists with kadamva phula bordar. 


Marikadakandi, majhibakhard, north wall, samkirtanists, two cymball players and one khol 
players, on the right extreme, a samkritanist who has gone into trance is held by another. 


Marikadakandi, majhibakhard, north walll, samkirtanists, one is beating the khol and the other 
cymball, the three others singing the Lord’s name and dancing. 


Mankadakandi, majhibakhara, samkirtanists (details). 


Majhibakhara, west wall, northside, Gandabhairava. 
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Hatikandi, majhibakhard, a general view. 


Hatrikandi, majhibakhara, west wall, Rukminiharana, fight between Sisupala, Rukmi on one side 
and Krsna, Balarama on the other. 


Harikandi, majhibakhara, west wall, Rukminiharana, flight between Sisupala, Jarasandha, Rukmi 
on one side and Krsna, Balarama on the other. On the extreme right Krsna is seen with Rukmini 
on the chariot. 


Hatikandi, majhibakhard, eastwall, Krsna and Balarama approaching the palace of Kamsa for 
Rangasabha. On the way a mali dresses them. They meet kubuja, a hunched woman. 


Hatrikandi, majhibakhard, eastwall,Krsna and Balarama on the streets of Mathura, Krsna asking 
the rajaka (washerman) to lend him clothes. 


Hatikandi, majhibakhara, south wall, lower panel, Anantasayana, Laksmi is seen massaging the 
feet of Visnu, Jagannatha temple. Upper panel, Krsna is fighting out the wrestlers. In another 
sequence he is dragging down his maternal uncle by hair. Kamsa's palace is seen on the right 
extreme. 


Harikandi, majhibakhara, north wall, Gajoddharana, Visnu on the back of Garuda flying down to 
rescue the elephant from the jaws of crocodile. 


Hatrikandi, majhibakhard, upper panel, Akrura’s chariot lower panel, Vaikuntha. 

Harinakandi, majhibakhard, east wall, Harihara, half Visnu and half Siva. 

Harinakandi, majhibakhara, north wall, Laksminrsimha flanked by two pandas. 

Harinakandi, majhibakharda, eastwall, Indra praying Harihara (Harihara is not seen in the picture). 


Harinakandi, majhibakhard, west wall, Godohana, YaSsoda milking the cow and Krsna clining to 
his mother. The calf is tried to the forelegs of its mother. 


Harinakandi, majhibakhard, south wall, Trivikrama. 


Harinakandi, majhibakhard, south wall, protion of Trivikrama painting, Vamana, receiving 
dakshina from the king Bali. 


Majhikandi, majhibakhard, north wall, Krsnalila scene. Upper panel, court scene. Lower panel! 
Bakdasura (crane demon). 


Majhikandi, majhibakhard, east wall, Krsnalila scene upper panel (from left) Vasudeva with the 
child, Kamsa in his apartment and in court, in two sequences. Middle panel (from left) Brahmins 
in Gopa meeting Nanda, Krsna on the lap of Nanda. Krsna killing Saktasura (cart demon) lower 
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panel (from left) Krsna and Balarama in a non-vegetarian picinc, inside the forest. Akrura meeting 
Krsna and Balarama inside the forest. 


Majhikandi, majhibakhard, north wall, Krsnalila scene, upper panel (from left) Kamsa dragging 
down Devaki by hair hearing his future prediction. The Gods and Brahmin are terrified by Kamsa. 
Vasudeva and Devaki inside the palace with the new born child. Middle panel (from left) Bakasura 
and Aghasura badha. 


Majhikandi, majhibakhard, south wall, Krsnalila scene Upper panel (from left) Ugrasena ob- 
structing Vasudeva. Vasudeva returns after exchanging the child in Nanda’s apartment, Kamsa 
snatching the vijali kanya and hitting against a post. Middle pannel (from left) Krsna playing with 
clay, asking cheese from Yasoda. Lower panel (from left) Krsna tending cows in the forest. 


Majhikandi, majhibakharda, west wall, Krsnalila scene. Upper panel (from left) mother earth. 
Brahma, Indra, Surabhi and other Gods praying Vis$nu in the milk ocean, Fairies (vidyadharis) 
dancing in the heaven. Middle panel (from left) people of Gopa are rejoicing at the birth of Krsna, 
Fairies are seen dancing. Sweets are being distributed. Drummer, piper making music. Dancers 
are dancing. Lower panel (from left) Krsna and Balarama trying berries. Yasoda’s appartment, 
Krsna, Balarama and gopalas taking the cattle into the forest. 


Majhikandi, majhibakhard, northwall, upper panel (from left) Kamsa in court, Vasudeva and 
Devaki with a new born-View of candraSsalapura, Ugrasana is being beaten. Middle panel (from 
left) Sakata, the cart demon carries Krsna and in the next sequence being killed, Krsna with his 
teacher Sandipani, lower panel (from left) Krsna killing demon, Krsna saluting his teacher. 


Crane panel, Bagakandi, majhibakharda. 

Swan panel, Hamsakandi, majhibakhard. 

Camel panel, Otakandi, majhibakhard. 

Horse panel, Ghodakandi, majhibakhara. 

Monkey panel, Mankadakandi, majhibakhard. 

Deer panel, Harinakandi, majhibakhard. 

Majhibakhard, west wall, southside. Sudesi and Indurekha inside the kunja. 
Majhibakhard, west wall southside. Sudesi and Indureka inside the kunja (details). 
Lalita, one of the astasakhis. 

Campakalata, one of the astasakhis holding mukhavasa. 


Majhibakhard, west wall, northside, A portion of the kunja with a motif lion of with a motif of lion 
holding holding a flag, Gajasimha and Tinigodiasimha. 
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Majhibakhard, a view of the kurija, west wall, northside. 
Majhibakhard, west wall, northside, lion with flag and Gajasimha motif. 
Majhibakhard, west wall, northside, sun and the peacock motif. 
Majhibakhard, west wall,southside. Alasakanya and Olatasud on the pilar of the kunija. 
Majhibakhard, west wall, northside, Rahu. 
Gama, west wall, Sani, Candra and Mangala. 
Gama, west wall, Buddha, Guru and Sukra. 
Gama, south wall, Aisanya, Kuvera and Varuna. 
Gama, south wall, Ananta and Brahma. 
Gama, south wall, Aisanaya, on bull (details). 
Gama, south wall, Nairuta and Varuna. 
Gama, north wall, Agni and Yama. 
Gama, north wall, Ramapattabhiseka. 
Gama, north wall, Matsya avatdra. 
Gama, north wall, Varaha avatdra. 
Gama, north wall, Narasimha avatara. 
Gama, north wall, Vamana avatdra. 
Gama, south wall, Kalki and Buddha avatdras. 
A flowering tree with squirrels. 


Devasndana 1989, Raja Ananta Narayana Singh Deo sprinkling sandal water on the floor after 
cherapahara at Devasnana Mandapa, Dharakote. 


Hatrivesa on Devasnana Purnima, 1989. 

Anasarapati of Bajabhadra. 

Anasarapati of Jagannatha. 

Netrotsava, 1989, Citrakara Yogindra Mahapatra paintings the eyeball of Dadhivamana image. 


Nerrorsava, 1989, Citrakara Yogindra Mahapatra painting the eyeball on the Jagannatha image. 
Rama Prasada Panda (bearded) stands near the image of Balabhadra. 
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Citrakdra Yogindra Mahapatra doing Srimukhasingara of Jagannatha on the chariot, car festival, 
1989. 


The deities are being dressed up for pahandi in the anasaraghara. 


Pahandi procession, Sudarsana and Subhadra are being taken out of the temple for the car 
festival, 1989. 


Pahandi, procession, Balabhadra is being taken out of the temple for the return car festival, 1989. 


Pahandi, procession, the three deities are being taken out of the temple for the return car festival. 
1989. 


Raja Ananta Narayana Singh Deb of Dharakote on the chariot on the occasion of return car 


festival, 1989. 


228. 


229. 


230. 


231. 


232. 


233. 


234. 


235. 


236. 


237. 


238. 


Raja Ananta Narayana Singh Deb of Dharakote on the tamzan. 


Raja Ananta Narayana Singh Deo of Dharakote in royal costumes coming out of his palace. The 
Chamukarana is holding his left palm, a servant in holding the royal umbrella over his head, 
return car festival, 1989. 


Getting ready for the royal procession (left) rasa with moon motif, (right) rasa with sun motif, 
return car festival, 1989. 


Kishore Chandra Dasa, age 40, caste Brahmin, Badadanda Street, Purohita Seva. He is responsible 
for the temple rituals. 


Trinath Kuanra, age 58, son of Raghunatha, Kuanra, caste Karana, Kothari street. He shoots 
flowers with his bow and arrow at the deities in the car festival. 


Prafulla Udgata, age 17, caste Brahmin, Badaddanda street, Dharakote, sells prasdda in the car 
festival. 


Satrughna Sahu, age 53, caste Baladia teli, Badaddanda street. He is the chief manager (padi 
adhikari) of this king. 


Nityananda Mahapatra, age 60, son of Sankha Mahapatra, caste Citrakara, Badaddanda street, 
Dharakote. He used to do citrakdra sevd in the temple. 


Sahadeva Gauda, age 40, caste Gauda (milkman), village Talapatha, tahalia of the temple. He 
holds ¢chatri (umbrella) during the festival. 


Basanti Mahapatra, age 70, caste citrakdra, migrated from Digapahandi, lives in Badadaanda 
street. She makes cowdung toys and sells near the temple during festival. 


Lokanath Buxi Patnaik, age 82, retired gumsdstd (clerk) of the king, caste Karana, Badadanda 
street, Dharakote. He used to keep the records of the royal house. 
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Jogindra Mahapatra, age 63, son of Sankha Mahapatra, caste ¢itrakara, Badadanda Street. He is 
doing citrakdra Seva in the temple. 


Laksmana Bebarta, age 27. caste Daitapati, village Nadighora. He carries the deities in the 
procession during the car festival. Behind him is Naba Sahu, age 53, caste Daitapati, village 
Nandighora. He also carries the dieties in the procession. 


Tikiri Candra Patra, age 65, caste Dari (guni). She was singing the Gitagovinda in the temple. 


Rama Candra Patra, age 65, son of Somanatha Jena, caste Kalinji, village Cancadapalli. He 
carries mace (mudgara) in the royal procession. 


Udaya Patri waves camara in the royal procession as well as in the car festival. 

Pahandi procession of the deities in the return carfestival, 1989. 

Tahia, a head decoration for the deities while they are out in the procession for the car festival. 
Logs for the chariot on the Badaddanda, carfestival, 1989. 

Construction of chariot in progress for the Dharakote car festival, 1989. 

Construction of chariot in progress for the Dharakote car festival, 1989. 

Construction of chariot in progress for the Dharakote car festival, 1989. 

Mural from Vrndabanacandra temple, Dharakote palace complex. 

Mural from Vrndabanacandra temple, Dharakote palace complex. 


Mural from Vrndabanacandra temple, Dharakote palace complex. 
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CHAPTER ONE 


ART : REGIONAL TRADITIONS 
IN SOUTH ORISSA 
AN OVERVIEW 


South Orissa presently comprises the districts of Ganjam, Phulbani and Koraput. The narrow 
strip of coastal land in-between the eastern ghat ranges and the Bay of Benegal is fertile. The area 
beyond the eastern ghat slowly rises in altitude, and gradually merges with the hilly tracts of the western 
and southern parts, which are covered with thick forests. The legendary Dandakaranya forest of the 
Ramavana is located on the southern extreme of this region in the district of Koraput. The important 
rivers which flow in this area are Rsikulya, Vamsadhara, Mahendratanaya, Nagavali and Indravati. 
Mahendragiri is the highest mountain which is mentioned in epics and legends.' The district of Ganjam. 
situated on the northern fringe, has more plain lands compared with the districts of Phulbani and 
Koraput. Originally, the district of Phulbani was a part of the Ganjam district ‘Whtcth” was. senarated 
in the thirties, for administrative convenience. In ancient times, parts of Phulbani (Boud subdivision) 
were known as Khinjili Mandala. Except for the Jayapur estate, which has its connections with the 
other zamindaris of the area in the formulation of regional traditions in our study, the district of Koraput 
as a whole has very little to contribute to the evolution of art and architecture in this area. In the 
past, a large area of Koraput was in Trikalinga. Therefore, the focus in this study is on the present 
district of Ganjam and its cultural tradition, which is mostly identified with the cultural developments 
in this area. Though Orissa was known as Kalinga in ancient times, the country was generally divided 
into many parts with different names. during the course of its long history.” After the conquest of 
Kalinga by Asoka, this area appears to have been divided into two major parts. northern and southern 
Kalinga. By the seventh century, it was divided into three distinct regions, with the name Kalinga being 
applied to the southernmost area, which apparently extended from the southern portion of modern 
Ganjam district to the river Godavari in Andhra Pradesh. The area in the north of Kalinga. extending 
to Chilika lake was known as Kangoda, while the northern portion of Orissa was referred to as Odra. 
The area between Mahanadi and Vaitarani, comprising the modern districts of Puri and Cuttack. was 
known as Tosali. The area in the north of Vaitarant, extending into the south of Bengal, was known 
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as Utkala, corresponding to the modern districts of Cuttack (north portion) and Balasore. The western 
portion of modern Orissa was called Daksina Kosala. The hilly country lying between Daksina Kosala 
and the coastal area was known as Mahakantara.’ 


Around the twelfth and thirteenth centuries, Southern Kalinga (or Kalinga as it was generally 
known) played an important role in the evolution of imperial powers under the Ganga dynasty and 
helped in the unification of all the different segments. The imperial Gangas were responsible for the 
construction of the Jagannatha temple at Puri and other major temples in the BhubaneSwar area. The 
study of the political and the cultural history of Kalinga, from the aspect of the cultural tradition of 
Southern Orissa, stand quite apart in the historical time sequence, traditionals link and bind them 
together. This is our major concern in this study. 


In the Jdataka stories of Buddhist literature, there is mention of Kalinga under a line of kings, 
whose capital was located at Dantapura.“ Some scholars identify it with Dantavaktrakota (near 
Srikakulam), which formed the southern boundary of the old Ganjam district.’ According to the Jain 
Harivarmsa, Bhagvan Mahavir, the 24th Tirthankara (sixth century B.C.) visited Kalinga to propagate 
the cult of ahimsa, the main principle of Jainism. When we step into the early historical age, the first 
record about Kalinga has been mentioned in the accounts of the Greek writer, Megasthenes, which 
was reproduced by Pliny in his Natural History.° The great Kalinga war was fought on the banks of 
the river Daya in the district of Puri, which reverted / drove Emperor ASoka to a life of non-violence. 
He left behind two important rock edicts, one of which is at Jaugada, on the banks of the river Rs 
ikulya., in the district of Ganjam. 


A large number of old bricks, terracotta, pottery, beads and other artifacts including punchmarked 
coins of the Mauryan age are still found in the area around Jaugada. The Matharas ruled over Kalinga 
from the fourth century A.D. From epigraphical sources, it is ascertained that the Matharas ruled for 
about two hundred years, till the sixth century A.D.,’ when the early Gangas captured the territory. 
During the time of the Matharas,Saivism, Vaisnavism and Buddhism flourished together with state 
patronage. The Buddhist Theris had their settlement at Palur on the banks of the Chilika lake in Ganjam 
district.* Some scholars identify Dantapura with Palur. The Salihundam Buddhist monastery in the old 
Ganjam district, was situated on the banks of the river VamSsadhara, which drains into the sea at 
Kalingapatana.’ This monastery contains several remnants of Buddhist iconography. 


The adventurous people of Kalinga had sailed overseas to Ceylon, Malaysia, the East Indies, 
Cambodia, Japan and Siam. This introduced Kalinga to a greater world, and cultural cross-currents 
have influenced all these countries. The Khymer dynasty of Cambodia is said to have originally migrated 
from Kalinga”. Recent research has identified the port town of Koddura, mentioned by Ptolemy 
(geographical account of Ptolemy, A.D. 150), with a village called Koduru in Paralakhemandi 
zamindari, near the Mahendratanaya river. Alternatively, scholars also refer to Kottura near the 
Mahendra mountain not far from Barua, which was an important port of Kalinga.” 
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The early Ganga dynasty ruled from Kalinganagara, situated on the banks of the river 
VamsSadhara near Mukahlingam in the Paralakhemandi zamindari of the old Ganjam district. They 
embraced Saivism. Their family deity, Gokarnasvamin was installed on the peak of the Mahendra 
mountain. The Gangas of Kalinga played an important role in its political and cultural history for about 
four hundred years starting from the seventh century A.D. During this time, Hiuven Tsang, a Chinese 
traveller, visited Kalinga.’ 


The Svetaka Gangas who lived on the northern side of the Mahendra mountain (i.e. present 
Cikitigada area), became subordinate to the Bhauma-Kara kings, who succeeded the northern portion 
of Ganjam which formed a part of the old Kangoda kingdom. This used to be ruled by the Sailodbhavas 
before the first half of the eighth century. 


The Sailodbhavas were rulers of the territory (the kingdom of Kangoda), which extended from 
the foot of the Mahendra mountain in the south, up to the river Mahanadi in the north, covering the 
modern district of Ganjam and Puri. 


After the reign of the Sailodbhavas, the country lying between the Mahendra mountain and 
the Riupanarayana river was taken over by Bhaumas, who patronaged Buddhism. Three copper-plate 
grants belonging to the Bhauma-Karas have been discovered from the district of Ganjam.” From these 
grants, it is known that they ruled for about two centuries. Towards the middle of the tenth century, 
the dynasty became extinct. This was a time when the Somavamsi king, Yayati II of Daksina Kofsala, 
annexed the coastal tracts of Utkala (Tosali) to his kingdom, and the Ganga kings of Kalinganagara 
also attempted to capture Utkala, consequently entering into a serious rivalry with the SomavamtS$is. 
The Somavam$i kings, who were designated Trikalingadhipati, seem to have established matrimonial 
links with the Bhanjas of Vanjulavaka, and the Gangas of Svetaka.™ 


Yayati II was invited by the people of Kalinga, Kangoda and Utka]a to hold the reigns of the 
administration. The southern limit of his kingdom was fixed at Mahendragiri, which divided Kalinga 
into two parts. The southern side of Mahendragiri remained as before, under the early Gangas of 
Kalinganagara, while the northern side was in the hands of the Somavamsi kings. This did not last 
long. In A.D. 1076, Rajaraja I invaded Kodala and the hilly tracts of Odra, which were in the 
possession of the SomavaméS$is. A few years later, Rajaraja’s son, Maharaja Codaganga Deva, attacked 
Utka]a and annexed it to his kingdom along with Kangoda and Kosala, thus creating the kingdom of 
Trikalinga. The boundaries of this kingdom extended far into the Ganges in the north and to the river 
Godavari in the south. Codaganga shifted his capital from Kalinganagara, near VamSadhara river, to 
Caudvara-Kataka, on the banks of the river Mahanadi.'’ He also constructed the great temple of 
Jagannatha at Puri. 


After the shifting of the Ganga headquarters, a collateral branch of the Gangas stayed over in 
the Rsikulya valley. Two copper plate inscriptions discovered from Polasara in Ganjam district throw 
some light on this lineage.!° Their capital was Kalyanapura, situated near Rsikalya, which is yet to 
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be identified. Yet another branch of the Gangas lived in the southern parts of Ganjam, which was 
named Ambabadi Mandala.’ 


The imperial Gangas ruled over a vast territory, and for the first time, different tracts of Kalinga, 
Kongoda. Odra, Utkala and Kosala were unified. After the Gangas, the SuryavamsSis ruled this unified 
kingdom (Orissa) from A.D. 1435 to 1533. In A.D.1559 , Mukunda Deva of the Calukya dynasty, 
who possessed the title of Haricandan, usurped the throne of Orissa. He came from the Telugu- 
speaking region and was murdered in A.D.1568. 


In A.D.1560, when Orissa was overrun by the Muslims, it was consolidated and brought under 
their control. It formed a part of the Cicacole (Srikakulam) sarkdr. Different faujdars and ndibs 
continued to rule over the Cicacole sarkar until it was ceded to the French in A.D.1753. Under Muslim 
rule, the district of Ganjam was known as Ichapur division. The Jayapur (Jeypore) zamindari (now 
in the district of Koraput) was in the Vizagpatnam division. Both these divisions were governed by 
the faujdar at Cicacole. The East India Company received five districts of the northern sarkars as inam 
or free gift, from the Emperor of Delhi in A.D.1765.'8 As such, these districts remained under the 
Madras government till A.D.1936 when a separate Orissa province was formed. On this occasion, 
the Jayapur zaminddari and the Ganjam (Jayapur) region were both removed from the Madras 
Presidency, and merged with Orissa. 


There were twenty-two zamindadris in South Orissa.’ These were: (1) Hautghar or Athagada, 
(2) Burgur or Badagada, (3) Beerudy, (4) Burasingy or Budasingi, (5) Cikiti, (6) Dharakote, (7) 
Ghumsar, (8) Huma, (9) Jerda or Jarada, (10) Jellentra or Jalantara, (11) Jayapur (12) Khallikote, (13) 
Moherry, (14) Mundasa or Manjusa, (15) Paralakhemandi, (16) Pratapgerry or Sanakhemandi, (17) 
Paloor, (18) Secrghur or Seragada, (19) Surada, (20) Suringi, (21) Turla, and (22) Vizianagar or 
Badakhemandi. 


Of these twenty-two zamindaris, Jayapur is in the present district of Koraput. The others are 
in the district of Ganjam, with the exception of Mandasa, Suranigi and Turla, which are in the present 
Andhra Pradesh. 


Most of the zamindars of Ganjam derived their power and estates from the Gajapati kings of 
Orissa, who granted them their lands subject to two conditions: feudal service, and control of the wild 
aboriginal tribes of the hills, the Khonds and Savaras. Owing to the inaccessibility of their estates, the 
zamindars gradually arrogated to themselves, a petty inconsequential king.?° At times, zaminddris were 
also being annexed by the Khurda kings. In 1593, Ramacandra Dev occupied eight zamindaris of 
Ghumusar, Khallikote, Kodala, Athagada, Cikiti, Seragada, Paloor and Tikali. 


Although South Orissa was a separate administrative entity. it had very close links with the 
central authority (the Puri and Khurda kings) as far as cultural traditions are concerned. Lord 
Jagannatha was believed to be the very basis of this politico-cultural tie. One of the fascinating aspects 


of the Jagannatha cult is its intrinsic relationship with the political power in Orissa.*” Although the 
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cult had originally developed in Puri, from a certain period onwards, it was drawn into the mainstream 
of the political evolution of Orissa, to such an extent that kingship became part of the cult, and the 
cult became part of the Orissan kingship, and its main source of legitimation. This mutual osmotic 
penetration is closely linked with the formation of the medieval Orissan empire by the Gangas in the 
twelfth century, which unified the southern homeland of Kalinga with central and northern Orissa.” 
This new relation between the Jagannatha cult and kingship in Orissa found lasting manifestations. such 
as the construction of the present monumental Jagannatha temple in the middle of the twelfth century 
culminating in the ritual dedication of the whole Orissan empire to Lord Jagannatha in the early 
thirteenth centruy. Narasimha Deva’s concept of kingship (which finds a far distant echo in the 
zaminddris of South Orissa, and more particularly in Dharakote), is best known from a series of 
sculptures of the Sun God at the world famous temple of Konarka, which he constructed about 1250.3 
Most important for our study of the Jagannatha cult and its continuity in the regional traditions are 
those sculptures which depict King Narasimha worshipping a triad consisting of a Sivalinga. Purus 
ottama and Durga Mahisasuramardini. The presence of the Jagannatha temple close to the palace, and 
a Siva and Sakti shrine inside the palace compound of Dharakote, reflect the traditional concept of 
kingship in a remote zaminddri, even after a lapse of six hundred years. This system of triad worship 
is also prevalent in other zamindaris of South Orissa, where it has taken the shape of the Durgamadhava 
cult in a kind of duo worship, Siva being dropped or neglected.™” But the presence of a Siva temple 
inside the palace complex of Dharakote, makes the tradition more specific and resilient. 


Following the model at Puri, Jagannatha temples have been built all over Orissa. This practice 
continues even today. In South Orissa alone (Ganjam, Phulbani and Koraput), there are one hundred 


and ninety temples dedicated to Lord Jagannatha in one of his various forms, each one registered as 
independent religious institutions.” 


As for Ganjam, there are strong historical ties with Jagannatha. In the wake of the Muslim 
raids, the Puri images were taken across the Chilika lake to Banapur region, or into Ganjam. This 
happened repeatedly, so that South Orissa was the actual home of the Puri gods on several occasions.®® 
The tradition of building Jagannatha temples in several places in Orissa, and particularly in Gadajata 
areas of Central and Western Orissa, and in the zaminddris of South Orissa became very important 
from the aspect of their administrative and religious links with the kings of Puri and Khurda, during 
the time of the Gangas and the Suryavamsi gajapatis, and also later. After the break up of the Orissan 
empire in A.D.1568, the kings of Khurda, though powerless, were recognised as the superintendents 
of the Jagannatha temple at Puri.” This is why people of the Oriya-speaking tracts, irrespective of 
the political and administrative units they belong to, invariably mentioned the Anika year of the Rajas 
of Khurda in almanacs, in the horoscopes of the newly born, in official documents such as sanandas, 
and in literary and scholarly works.” 


For the past several centuries, more specifically the twelfth and thirteenth century onwards, 
Jagannatha has played a significant role in the political and religious life of Orissa. The Jagannatha 
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temples have been the source of both religious and political power. During these seven hundred years, 
a great tradition has been built around these temples, which has far greater impact on the socio-cultural 
life of the people. This tradition has become vital for the Oriya people, and has, therefore, been 
cultivated, not only at Puri but all over Orissa. 


The Orissan style of architecture, as a separate class, is generally termed Kalingan architecture. 
However, the Kalinga region, as discussed above, also excels in temple building activity. This probably 
began in the Gupta period, and still continues today. The earliest temple structures are found on the 
peak of the Mahendra mountain.”° There are three temples—Yudhisthira, Bhima and Kunti — which 
is also known as Gokarnesvara. In some other accounts, we also find mention of Arjuna temple in 
the group. The Gokarne$svara temple is the earliest Siva temple of South Orissa.” But, even this temple 
appears to have been constructed from stones belonging to an earlier period. From the Buguda plates 
of Madhavavarman, it is recorded that Pulindasena, a leader of the Kalinga Janata, worshipped the 
God Svayambhu on the top of this mountain.”® The Gangas installed an image of Gokarnesvara on 
the mountain as their family deity. The small Bhima temple at the highest point on the mountain 
ascribed to the Gupta period, is a crudely constructed pidhadeula, bereft of decoration. The Kunti 
temple consists of a deula. It is evident from the scattered debris and pavement that there was originally 
a Jagamohana attached in front of it. The temple is of the rekha order. The bada has a pafica-ratha 
plan. The images in the niches are earlier than the structure. The Yudhisthira temple consists of a 
deula fronted by a hexagonal wall. There are no sculptures on the temple, which is obviously a late 
construction. There is an inscription of the Cola king, Rajendra Cola, on the lintel belonging to the 
early part of the eleventh century.” The emblems of the Cola and his Pandyan feudatory, the tiger 
and two fishes, are engraved below the inscription. Scholars differ in ascribing dates to these temples. 
One view ascribes these temples to an early period, virtually placing them at the beginning of the 
evolution of Orissan temple architecture, while the other takes this group (Kunti and Yudhisthira) to 
quite a late period in the thirteenth century. However, it is with this group that the temple building 
activity begins in South Orissa.. 


The NilakantheSvara temple on top of Jogamunda hill at Padmapur in the Gunpur subdivision 
of Koraput district, is ascribed to the seventh century.”* It has an inscription which preserves a small 
genealogy of three Buddhist acaryas — Candralekha, Bhaddhakhan and Dharmakirti — suggesting that 
the monastery of the famous dcarya Dharmakirti was located on this hill. The temple is a plain pidha- 
deula standing at eleven and a half feet, built of single blocks of sandstone. The pyramidal roof has 
only two tiers and is crowned by an dmalaka. 


The Siva temple at Badagan is situated near a tributary of the river Rsikulya, a few kilometres 
from Bhanjanagar in the district of Ganjam. In the general outline and decoration of the gandi and 
the triratha plan of the bada, the temple resembles seventh century temples at BhuvaneSswar.” 


The MadhukeSsvara temple at Mukhalingam on the bank of the river VamSadhara in the present 
district of Srikakulam of Andhra Pradesh belongs to the ninth century.’® This depicts the style of temple 
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building of South Orissa. The temple is surrounded by a high wall with two gateways one on the 
south and the main entrance on the east. The outer entrance gate on the east is in the shape of a 
khakara deula with three amalakas on the ridge of its roof. The temple is of the parnipdyatana class 
with a small shrine at each of the four corners of the compound, in addition to the main shrine which 
consists of a deula and Jagamohana. There are three khakara shrines, on the south, west and north 
sides of the compound. Several more structures were added at a later date. A large number of loose 
sculptures are found inside the compound wall, and many scattered throughout the village suggest that 
there were, at one time, more than three major temples in existence. The Somesvara temple at 
Mukhalingam, belonging to the tenth century, is another example of Kalinga temple structure, showing 
Calukyan influences. The temple consists of only a deula with bada, tri-ratha in plan, belonging to 
the beginning of the tenth century.” 


Closely related to the MadhukesSvara temple in respect of iconographic and stylistic aspects of 
the cult images, and possibly the work of the Ganga kings, is the temple complex near the village 
of Paikapada in the district of Koraput. This complex consists of a number of temples extending over 
a continuous period of architectural activity. From a stylistic consideration, the temple of SomesSvara 
at Mukhalingam, and the temple of Patalesvara at Paikapada are more closely related. The latter temple 
is most probably constructed by artisans from the same workshop. Situated at a short distance from 
the Madhukesvara temple of Mukhalingam is the BhimeSvara temple, which consists of a square deula, 
antard{la and rectangular Jagamohana. The bada of the deula is tri-ratha in plan. Stylistically, the 
images of the BhimeSvara appear more strongly influenced by Calukyan traditions than the other temple 
sculptures at Mukhalingam, and also, they followed later. From an inscription in the temple, the date 
of the construction can be ascribed to the beginning of the eleventh century.” 


There is another brick made Siva temple situated near the village of Nagri Katakam, a few 
kilometres east of Mukhalingam. This temple, mostly in ruins, bears several tenth and eleventh century 
stone images.” 


A number of temples in the Orissan style exist in the northern part of Andhra Pradesh, 
particularly in the Vizianagaram district, which was within the boundaries of Kalinga. As in the case 
of the Somesvara temple at Mukhalingam, the style of these temples, though predominantly Orissan, 
shows strong Calukyan influences. This is particularly in respect ro iconographic details and minor 
decorative motifs. The general decorative programme is archaic in nature and the overall plan is simple, 
though ornate in detail. The temple of DibbesSvara is situated in the village Sarapalli. This temple 
consists of a deula, and stands on a low pitha, mostly buried. The bada is tri-ratha and the design 
is based on the SomesSvara. Closely related to the Dibbesvara are three temples situated in the village 
of Jayati in Vizianagaram district. The largest of the temples, the Mallikarjuna, has been constructed 
with modern materials. Several detached images lie in front of the structure. The most ornately 
decorated of the two smaller temples is the Rajarajesvari temple. This temple is in a poor condition. 
The pitha of a Jagamohana is visible in front of the deula. The deu/a appears to have sunk. The 
bada has a tri-ratha design as on the DibbeSvara temple. 
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The Dakhinesvara Mahadeva temple is situated in the village Jira in the district of Ganjam. 
The temple, probably built at the site of an earlier temple, belongs to the pidha order which is typical 
of many later structures. The walls are mostly plastered over with only a few small sculptures visible, 
in addition to the parsvadevatas and dvdrapdlas. At the foot of Krsnagiri hill, situated between 
Khallikote and Athagada, there are a few Siva temples.’ Among them, the temple of Muktesvara and 
JhadeSvara are famous. Both these temples have been constructed by Codaganga Deva in the twelfth 
century. There is an inscription at the entrance to the MukteSvara temple dated in the Saka year 1064 
corresponding to A.D.1142.* 


The Mahalingesvara Siva temple is situated at the foot of the Jillundi hill, in the zamindari of 
Athagada, in the district of Ganjam. The temple belongs to the rekha order, and has a mukti mandapa 
porch with sixteen pillars. 


In and around Purusottamapur, in the district of Ganjam, there are a large number of temples 
dedicated to Siva and Vignu, such as Guptesvara, Tumbesvara and Sundara Madhava. The most 
popular Vaisnavite temple of the Ganjam district is Sundara Madhava, built by Purusottama Deva 
(A.D.1467-1497) to commemorate his victorious campaign against Kanci.“? The Guptesvara temple is 
situated on the top of a hill near Govindagada. Close to the hill is the Tumbesvara temple, with an 
inscription of Anangabhima Deva III ( A.D.1211-1238). Besides, nearby there are also other Saiva 
temples of the thirteenth century A.D. These are UttareSvara at Pandia, NilakantheSvara at Nuagan, 
SakaleSvara at Daluapalli and Kalesvara at Kharida. On the banks of the river Mahendratanaya, the 
temple of NilakantheSvara is another Ganga monument built by Mukunda Deva who ruled Khemandi 
from A.D. 1656 to 1674. NilakantheSvara is regarded as the family deity of the Ganga family in 
Paralakhemandi.“ 


This illustrates a century's temple building activity, supported by various rulers of the Kalinga 
region. After the imperial Gangas had shifted their administrative unit from Kalinganagara in the south, 
the focus of building activity was also shifted to the Puri-Cuttack area. This is how all the large temples 
of Orissa. like the temples of Jagannatha, Konarka, etc. were built in this area. Central power had 
disintegrated in the sixteenth century, and the responsibility of patronising art and architecture fell into 
the hands of local rajds and zaminddrs, who treated their administrative units as mini kingdoms. By 
this time, the waves of the Bhakti movement assumed the greatest importance in religious preferences, 
and the cult of Jagannatha, which by this time had been identified with the worship of Krsna (cult 
of Radhakrsna), reached the regional pockets.“ Consequently, the growth of Jagannatha temples in 
several areas all over Orissa, and more prolifically in the district of Ganjam was apparent. Along with 
the Jagannatha temples, the temples dedicated to Siva and Sakti were also constructed. These Sakti 
temples considered the locals and tribal deities a necessity for the consolidation of power of kingship. 
The Bhakti movement of the seventeenth and eighteenth centuries had the required missionary zeal to 
re-establish the Brahmanical order through the preachings of religious messages. Therefore, several ma! 
has (monastic orders) with mahantas at the apex of the organisation sprang up. South Orissa witnessed 
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a phenomenal growth of mathas with land endowments to support their functioning. The construction 
of Jagannatha temples did not follow any specific pattern and depended on circumstantial conveniences. 
However, these aspired to becoming miniature models of the Jagannatha temple at Puri. This model 
structure consisted of four chambers as in Puri, or three chambers, i.e. the deula, mukhasala 
(jagamohana) and the baharamandapa (natamandira and bhogamandapa combine). Examples of this 
model exist at Dharakote and Khallikote. In certain cases, this model was further simplified to a two- 
chambered temple with the deula and mukhasalda. Examples of this model exist at Digapahandi and 
Athagada. The martha had a different type of architectural planning.“ The matha complex accomntodated 
a shrine that may be or may not be of the shape of a rekha or pidha temple, residential apartments 
for the mahanta, devotees, temple servants and the menials. Provision was also made for houses to 
store grains. A palm-leaf manuscript library was also a part of the complex. At times, the mathas 
were confused for temples. The Virarnicinarayana temple at Buguda has no appearance of either a rekha 
or pidha temple and it has also a mahanta, though it is commonly known as a temple. 


Besides the temple-building activities, the craft traditions of South Orissa were uninterrupted 
for several centuries. The people who carry on these traditions are both tribals who live in the hilly 
tracts, as well as the non-tribal folk who inhabit the plains. The art and craft traditions are intimately 
linked with the religious and social practices of the people. Their survival has been possible owing 
to rituals in the families and in temples. 


A recent survey has revealed that there are about fifteen hundred craft families settled in 
different villages*® of the district of Ganjam, who are practising various crafts. The total number of 
craftspersons engaged in handicraft production would be around four thousand. The important crafts 
are para painting (which includes mural paintings in the temples), Osdkothi paintings, palm- leaf 
paintings, stone carvings, wood carvings, ivory and horn carvings, appliques, dhokrds, metal castings 
and other minor crafts. The artistic traditions are so inborn that the mahdrands (carpenters) can still 
construct temples preserving the purity of local styles following Silpa-Sdstra texts. In the village 
Mathura in the district of Ganjam, a few kilometres from Dharakote, there are a large group of 
maharand families who are expert temple builders. A few of them are in possession of Silpa-Sastra 
texts written on palm leafs. Similarly in Dharakote town, two families of mahdrands are engaged in 
temple construction at far off places in the district. 


In the field of painting, the area preserves its own style. Most of the temples and mathas of 
South Orissa contain paintings’on their walls. These mural paintings are extremely important for the 
study of the wall painting tradition in Orissa. The earliest mural paintings of the late eighteenth and 
early nineteenth century are found in the Viraficinarayana temple at Buguda, and Srikurmam temple 
in the district of Srikakulam in Andhra Pradesh. There are a number of other places with mural 
paintings. It is interesting to find that most of these places are in the capitals of the zamindaris. The 
Radhakanta martha in Digapahandi has Krsnalila panels on the upper reaches of the walls in its 
mukhasdala. The Caitanya matha, Narayana matha and Gopindtha martha in Cikitigada also have a few 
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panels in the baharamandapa. The Srikalika temple in Jayapur in the district of Koraput had beautiful 
mural paintings of Saktis such as Dasamacandi, Nava Durga, Astakatyayani, etc. which have been 
unfortunately lime-washed and replaced with new paintings. These paintings used to bear bilingual 
inscriptions with Telugu and Oriya scripts.“ The Jagannatha temple at Buguda had two unique figures 
of Brahma and Siva which have been covered with lime-wash and repainted crudely. The paintings 
of Srikurmam temple show clear Andhra influences. Those of the Meliaput temple also depict Krs 
nalila scenes. The interiors of Jagannatha temple at Matha Karneli (or Kanceli) in Andhra Pradesh 
are illustrated with the Ramayana themes. These are influenced by the Andhra style of paintings. The 
paintings of Radhakanta martha, in Paralakhemandi are from the Ramayana. Of all these South Orissa 
paintings. those at Dharakote are the best specimens of high linear style. The ones at the Jagannatha 
temple at Puri have been redone at intervals and there are genuine doubts about their antiquity. As 
a result, setting aside the Gupta period murals at Sitavinji in the district of Keonjhar which stand far 
apart in style and chronology, the murals of South Orissa are the earliest ones to consider as beginning 
a painting style. These depict a linear quality which goes very well with the work of citrakaras on 
pala. 


Osakorhi paintings (figs. 13,14) are a speciality of this region.“’ This tradition is still alive and 
it is not surprising to find hundreds of artists starting from Brahmins to untouchables, involved in 
making Osdakorhi paintings. Osa (penance) and korhi (diagram) paintings are both based on Sakti 
worship traditions at village level. All the popular local thakurdanis of both folk and tribal origin found 
place in this worship, along with a few classical deities. This Osa is observed in the month of Asvina 
(October/November) coinciding with the celebrations of Dasahara. The area of Osdakothi paintings 
centres around the town of Aska which is, again, very close to Dharakote. The second centre of 
importance is located around the town of Paralakhemandi. 


The paintings are done on the entrance walls and interiors of the community houses, or on 
the front walls pf home verandahs. Temporary structures are also raised for this purpose. The paintings 
are*of a sketchy nature, with bright flat colours and bold lines. Nevertheless, in the hands of expert 
painters like Hari Panda’® of Purusottamapur and Prakasa Mahapatra of Paralakhemandi, Osdakothi 
paintings excel in their creafive renderings (fig. 14) with projection of delicate brush work in an 
aesthetic manner. The best specimens of Hari Panda’s paintings are preserved in the Osakothi shrine 
at Phanibandha near Huma in the district of Ganjam. Depending on traditional citrakara and non- 
traditional cirrakara variations, the Osakothi paintings have two thematic formats. The ones done by 
the citrakdras give prominence to the dancing Siva (Siva randava) in the centre, while the other projects 
Manegala. The repertoire of Osakothi paintings is wide and it includes various deities with the purpose 
of projecting the terisikori or the concept of thirty-three crore deities. 


The citrakara jajamani’' system in the painting traditions is where the patron and the painter 
interact. For festive occasions like grhapratistha, marriage and thread ceremonies, the citrakaras are 
invited to paint the entrance walls of the houses. Like Osakothi paintings, these are rough and sketchy, 
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but, nevertheless, maintain an aesthetic continuity. South Orissa has a distinct format which is horizontal 
like that of a palm-leaf composition. The emphasis is on the theme of Riama,3? who is mostly identified 
with the groom, or the boy receiving upanayana. The cult of Rama, which is popular in the district 
of Ganjam, and down south in Andhra Pradesh, has obviously influenced the thematic concept of 
marriage and thread ceremony paintings (fig. 27). The grhapratistha paintings distinctly differ in 
concept which centre around the theme of Durga Madhava.” In Durga Madhava painting (fig. 26). 
the images of Mahisamardini Durga and Jagannatha are shown side by side as couples. In paintings 
depicting couples, the two painted figures are considered spouses, which is a deviation. These are done 
on the walls, and also on wooden boards pasted with cloth to be used in the ritual. It is presumed 
that Durga Madhava painting, resembling the Konarka panel discussed above, is a key motif in the 
kingship theory still practised in South Orissa traditions. 


We have discovered a glaring example of the continuing hereditary tradition in mural painting 
in South Orissa, in the town of Jayapur.”* The citrakara families are in possession of old paintings 
and sketchbooks (fig. 32) belonging to their ancestors, whom they follow in theme and style. These 
sketches contain the overall plan of compositions for mural paintings with individual and group 
sketches, showing placement of figures in action. The ones we have produced (figs. 29) are scrolls 
with double tiers of compositions, depicting the story about Vrndavati. These have thematic and stylistic 
resemblances to the sculptural and mural friezes of Dharakote Jagannatha temple. 


South Orissa has a unique tradition of wood carving” (figs. 23, 24, 25). The most elaborately 
carved wooden mandapas are found at Viraficinarayana temple in Buguda and Siva temple in Purus 
ottamapur, both in the district of Ganjam, and at Jagannatha temple, Navarangpur, in the district of 
Koraput. The wooden carved facade of the Ramaswamy temple in Netanga near Bhanjanagar is unique 
for its intricate design. This temple has a few loose sculptures which are also important for stylistic 
consideration of South Orissa traditions. In domestic and religious structures exquisitely carved wooden 
doors and architectural pieces such as pillars, capitals, brackets, and tympanums are common features 
in South Orissa’ . The traditional houses dating back to a hundred or more years in the towns of 
Buguda, Belaguntha, Bhanjanagara, Pitala, Digapahandi, Mundamarei and Cikitigada, are examples of 
excellent woodwork. The palaces of the kings in the Ganjam zaminddaris display ample use of 
woodwork. Wooden fragments in the palace ruins at Digapahandi show intricate scroll work on lotus 
medallions and creeper motifs.’” The entrance doors to temples and mathas are carved with dasavatara 
and Krsnalila motifs (fig. 23). The best examples are the doors of the Jagannatha temple at Belagunt 
ha, Gopinatha matha, Bisamagiri, Jagannatha and Narasimha temples in Berhampur town. Besides, 
we also have various deities carved in wood, especially Jagannatha, Balabhadra, Subhadra and 
Narasimha (fig. 23), and Radha Krsna in various temples of South Orissa. 


Applique craft, though quite rare in South Orissa, has a lively tradition. The huge effigies of 
horses, bulls and Navagunjara which are brought out in processions on the occasion of temple rituals, 
speak of the one time glory of the cloth patchwork of this region®®. 
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Painting of circular playing cards, ganjapd, and their use as a favourite aristocratic pastime, 
still exist in the district of Ganjam®. Garijapd is known as sdra in this area. Besides, Atharangi and 
Dasavatara garijapas are also painted in Puri and Raghurajpur. The AStamalla sara, Ramapattabhis 
ekha sara and Bandha sdra are peculiar to Cikitigada (fig. 11). Similarly, the Cadhei sara and Tika 
sara are specially painted at Paralakhemandi. Sara is also painted at Digapahandi, Berhampur, 
Dharakote and Seragada. 


A large number of illustrated palm-leaf manuscripts have been collected from the district of 
Ganjam. This speaks of a glorious tradition in palm leaf illustration. A few of these bear colophons, 
clearly identifying their provenance to the district while others have discernible South Orissan features. 
The most prolific plam leaf scribe and illustrator of South Orissa is Raghunatha Prusty, an inhabitant 
of the Mundamarei Pentha, near the town of Dharakote®. About eight illustrated manuscripts have 
been ascribed to him. We have discovered another illustrated manuscript (Artatrana Cautisa) of this 
artist in Digapahandi, increasing the number to nine (fig.19). It is most probable that he has a few 
other manuscripts illustrated by him, yet to be identified. The most elaborately and richly illustrated 
manuscript of Lavanyavati of the poet Upendra Bhanja (belonging to Bhanjanagar of Ganjam district) 
is in the possession of Abeya Subuddhi, in the village of Mundamarei®’. Unfortunately, it has not been 
possible to photograph the illustrations, but a few leaves (fig. 20) in the Alice Boner collection at 
Zurich. Switzerland are very much nearer to the Abeya Subuddhi one®. Besides Lavanyavati a number 
of the poetic creations of Upendra Bhanja have been rendered with illustrations. These are Vaidehisa 
Vilasa. Rasika Haravali and Citrakavya Bandhodaya®. We have these illustrated palm-leaf manuscripts 
from South Orissa in the Orissa State Museum, and in other private collections. A few Krsna kavyas 
have also been traced in Paralakhemandi. The colophons of Bhagavati Jandna, Sobhavati and the 
Jagannatha Thiabadhia clearly indicate the names of the writers and illustrators. They come from Cas 
dnimakhandi near Digapahandi and Balinga Sdasana, near Khallikote in Ganjam district®. Most 
surprisingly, we even discovered an illustrated Amarusataka (fig. 22), a rare title from South Orissa, 
in a foreign collection. This unique manuscript has no colophon, but it clearly features South Orissa 
styles in its depiction of human figures. 


The lacdye-resistant silk weaving is found only in the town of Berhampur®. This is locally 
known as jaupdta. Besides, bright pinks and greens, violet coloured Berhampuri pdtas are very popular 
textiles all over Orissa. These are woven by a section of Telugu-speaking weavers called deras, who 
have been brought to Berhampur from Rajamundry by the Raja of Mahuri, to weave for the palace 
weddings. The common plain weaving is also done in Padmanabhapur, Kavisuryanagar (Boirani) Pitala, 
Hinjilicut. The sari woven at Kavisuryanagar has found a place of pride in the rituals of the Jagannatha 
temple at Puri. This sari is known as Boirdni sari®. Bomokei, a village close to Cikiti, is famous 
for its typical brocade weaving. In the use of motifs on the border, and anal, these are closer to 
the tribal designs of Saruas and Kondhas®?. On the main sketch of sari, these display bright permanant 
colours of pink, vermillion, green and blue. This weaving tradition is quite old and is believed to have 
links with the royal family of Cikitigada. 
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The tribals such as the Sauras, Kondha, Bondas and Gadbas, who live on hilly tracts, have 
made their own distinctive contribution to the craft traditions of this region. The idea of creativity is 
best preserved in the painting tradition of the Sauras (fig. 30) which are known as ittals®®. These 
paintings are done in honour of the ghost spirit. in the form of an appeasement. The paintings are 
also symbols of welfare, fertility and good harvest to the family. Before making the paintings on the 
walls, the Saura painter actually dreams the sequences of the paintings the previous night. This counts 
as ‘conceptualising a creative expression’. The theme of the painting comprises the ghost spirit in the 
centre, along with the whole world of seen and unseen creatures. In present times, although the theme 
of the painting has remained unchanged, the compositional structure has accommodated a lot of 
innovative ideas and motifs. These new motifs like automobiles, trains, aeroplanes, and bicycles have 
naturally been inspired from contemporary social situations. 


Like the Saura paintings most of the tribal traditions are bound up with religious beliefs. The 
Kondha belief and fear in the dead spirit, identified with Bhimal, finds expression in the painted walls”. 
doors and bins, as well as in tattooing. The Saura hair pin, brass armlets, wooden funerary pillars 
and sacrificial posts delicately carved, Kutia Kondha bamboo, tobacco tubes, brass hair pins. decorated 
door panels, and the mass of beaded ornaments worn by Bonda women are a few artistic achievements 
of the tribals of this region. The Kondha bronzes of this area (fig. 31) excel in their primitive designing 
and innovative motifs. This tradition, however, has declined. The best specimens of Kondha bronzes 
are in the collections of the Museum of the Department of Anthropology of the Utkal University at 
BlubaneSswar, and at the Victoria and Albert Museum, London”. Traditionally. the Bondas weave 
narrow strips of cloth with vertical multiple strips. The Gadba tribals weave Keranga saris. These saris 
can be distinguished by broad stripes of red, green and yellow. 


In the areas of religion, the tribals have left indelible imprints of their traditions. The Sauras 
(Savaras in Sanskrit) have a close connection with the cult of Jagannatha, and their descendants 
(daitapatis) play an important role in the temple ritual of Lord Jagannatha, specifically during the period 
of anasara, anavasara, and navakalevara’”. Popular legends like Vidyapati and Lalita, connect the 
origin of Jagannatha to the Saura worship of stones, trees and wood. The Saura painting tradition 
of irtal which is done to appease the ghost spirit, has far distant echos in the painting ritual of 
Jagannatha. 


Worship of wooden posts in South Orissa is a tradition derived from the Kondha worship of 
wooden posts, which could have connections with the meridh sacrifice”. This worship has been 
institutionalized in the temple of Khambesvari at Aska, a few kilometres from Dharakote. Wooden posts 
(subha khamba, subha khunti) are worshipped at the beginning of Osakothi and Thakurani yatra, rituals 
in villages. These rituals are connected with bloody sacrifices. Animal sacrifice was a ritualistic feature 
before the Istadevi inside the palaces of zaminddrs in South Orissa. Before Hinduism it seems that 
the Istadevi (in the form of a brass Durga image) was a tribal martyr-istadevta. It is for this reason 
that the Kondhas play a major role in the Devipijd during Dasahara festivals observed inside the 


13 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS THE TEMPLE OF JAGANNATHA 


palaces”. The Kondhas were responsible for buffalo sacrifice before the Istadevi. which were reflections 
of their meriah sacrifice for a good harvest and for prosperity. Besides, the Kondhas had a dominant 
role in the kingship and the establishment of the zaminddris (kingdoms). There are several legends 
to prove that the zaminddris have derived their names for the tribal chiefs, who died martyrs”. The 
name of Dharakote is derived from the name of the Kondha chief Dhara Kondha. The name of another 
czamindari of Digapahandi is also derived from the names of two martyr Kondha chiefs, Diga and 
Padida. At the state level, the Kondha ritual of renewal of wooden posts has parallels in the Puri 
Navakalevara, although the renewal ritual of the Kondha is by far more simple”’®. 


Till the recent past, the local kings (zamindars) used to extend patronage to the artisans within 
their territories. The palace and the temple provided the caste-based ritual service structure”. Almost 
all the caste-centred ritual service performed in the temple of Lord Jagannatha at Puri were duplicated 
in the palace of the kings and zamindars. Each system of services has its own pattern of proliferation 
and development, although basically the same complement of castes renders more or less similar secular 
and ritual services in the temple, as well as in the palace. There was a temple community in each 
zaminddari of South Orissa. The social structure in a traditional zaminddari capital town provides for 
a functional multicaste system. At the centre of the town plan (figs. 33, 36, 37) is the palace of the 
king or zaminddar, with the temple of Jagannatha inside (like in Digapahandi fig. 34), or close by (like 
in Dharakote (fig. 37), or Khallikote. There is a main street for the chariots of Lord Jagannatha to 
be dragged in procession during the car festival known as badaddanda, which formed the main axis 
for the town planning” (figs. 33, 36, 37). There are several other streets assigned to Brahmins (panda, 
pwjari, purohita. sudra), courtiers (kayastha, karana), soldiers (pdika, khanddayata), farmers (casd, 
pradhdana, odid), painters, masons/carpenters (mahdapdatra, mahdrand), goldsmiths (sundri), applique 
workers, tailors (sipiti), milkmen, pipe blowers (gauda, bharua and kdahalia), barbers (bhandari). 
washermen (dhobr), etc. Special areas have also been assigned to blacksmiths (Kamara), prostitutes and 
temple dancers (dari, guni). Besides potters, old men and untouchables such as cobblers and scavengers 
have also been allotted places, at a short distance from the village. Each zaminddri capital town has 
a business centre known as pentha a little distance for the gada (fort). The Digapahandi gada has 
its Padmanabhapur pentha, Cikitigada has its Cikiti pentha and Dharakote gada has its Mundamarei 
pentha. 


The palace is generally situated at the foot of the hills® (fig. 37). At all times its three sides 
are protected by hills, which provide a wall of dcfence. The best examples are Dharakote, Cikitigada, 
Khallikote. etc. The palace/temple (Jagannatha) is the centre of attraction. The zamindar has its is1 
adevi/devata inside the palace, which has particular ritualistic relational connections among the tribal 
community® . For religious sanction and also to gain the support of the tribal community, the zamindar 
or raja, visits the original shrine of the tribal god on the top of a hill, or deep in the forest®. The 
tribal god gradually is Hinduised, and ultimately transformed into Durga. At times, streets are named 
after the tribal gods and goddesses in the town settlements. There is a street named after Kothari, 
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the istadevi of the zamindar who was also the istadevi of Dharakondha, who relinquished his rights 
of his kingdom to the R4ja of Dharakote on condition of his istadevi being recognised by he Rajd. 


The art, architecture, customs, manners and the culture of South Orissa bear unmistakable traces 
of South India, and particularly of Andhra influences®. The Oriya spoken by South Orissa people 
has southern intonations, which can be clearly differentiated from the Oriya of the rest of the state. 
The angularity in treatment of the human figures and the depiction of the women with long plaits with 
hanging tassels are quite common in the painting of this region. So also is the use of dandi (nose 
pendant) ghaghra type of skirt worn by the cowherd women in the Krsnali/a paintings. or the presence 
of the gopuram in the temple architecture. These are a few instances of Telugu influences on the art 
of South Orissa™. The art of South Orissa is also influenced by the Marathas, the Deccani Sulatans, 
and the British. The Maratha influence can be seen in veiled women and turbaned courtiers. The 
varieties of turbans displayed in Rasika Haravali illustrations are the best examples to accentuate the 
hierarchical status in the court life®. The presence of stitched and striped costumes owes its origin 
to the Sultanate and Mughal influences’. We often find such dresses in plam-leaf illustrations of 
Ldavanyavati and wall paintings of Dharakote Jagannatha temple. It is quite interesting to note that 
demonic characters such as Ravana, HiranyakaSipu and Bana, as well as other menials in the court 
have been given these stitched costumes, denoting their low status in the Hindi society of that time®’. 


The British influence is a major phenomenon in South Orissa®. For nearly two hundred years, 
this area remained under the direct control of the British administration. Therefore, in their costumes 
and manners, they showed an inclination to western styles. Almost all the palaces of the zamindars 
in South Orissa are built in the British architectural style, with roman arches, pillars and with ornate 
brackets in an overall decadent baroque fashion®’. These zaminddars used to import furniture, and 
glassware from European countries. On their palace walls are hung large oil portraits of the family 
painted at Madras by local artists in the British style®. Crude marble statues adorned their courtyards 
and gardens. This slavish imitation was also depicted in the traditional wall paintings and sculptures 
,0f the nineteenth and twentieth century. 


In spite of several foreign influences on its art, architecture, painting and crafts and cultural 
life, South Orissa is rich in traditional heritage compared to the rest of the state. It vibrates with 
regional flavour, purity and ingenuity of its art style. In spite of a few large industries, South Orissa 
is comparatively an agriculturally predominant area, with a rural economy, promoting a traditional 
lifestyle and a traditional outlook. The mural paintings of Orissa have not been adequately promoted. 
None of the painted temples or mathas are protected either by the Government of India, or by the 
State Government. The intensity of the ritualistic practices have been slowed down, and the number 
of sevakas reduced to the bare minimum. This has created an attitude of neglect. Therefore, neither 
is the one time patron, the Rdjd, serious towards the preservation of the monument and the traditions, 
nor are the villagers, who use the temple are in a position to understand the value of the institution 
in order to try to protect it from decay. Therefore, the only course left is to document it for posterity. 
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CHAPTER TWO 


THE TEMPLE 


History 

The Jagannatha temple of Dharakote was built by Jagannatha Singh, a scion of the royal family of 
Dharakote at the close of the eighteenth century. He ruled Dharakote from 1788 to 1830 A.D.' There 
is a marble stone inscription on the west wall of garudabakhara to the north of the entrance opening 
on to the majhibakhard. Jagannatha Singh’s name does not appear in the inscription,’ which only 
records the names of the three kings- Raghunatha Singh, Brajasundara Singh and Madanamohana 
Singh— all of whom were connected with the construction of the majhibakhara and the garudabakharda. 
According to the inscription, Raghunatha Singh, son of Jagannatha Singh, constructed the pitha (plinth) 
of the Jagamohana (majhibakhard) and muktisala (garudabakhard). The inscription specifically 
mentions the word prasddadvyam which probably refers to these two buildings. His son, Brajasundara 
Singh, started the new construction over the incomplete old one, but did not live long enough to 
complete it. The work of temple construction was finally left to Madanamohana Singh, the son of 
Brajasundara Singh. The inscription lays greater emphasis on the name, fame and heroic deeds of king 
Madanamohana Singh who constructed these two temples along with the gopura (sagopura) and the 
compound wall (prdcirametat). Kesava Maharana was the architect whose name is mentioned in the 
inscription.’ According to the inscription, these two temples have been completed in the Saka era 
A.D.1836 or 1914. Ranganatha Maharana, a traditional architect who lives in the village Mathura 
about thirty kilometres from Dharakote told us that Kesava his relative, had constructed the Jagannatha 
temple at Dharakote for which he had received a title ‘Rahu’ (meaning a daring one and an expert). 
Ranganatha's claim is plausible, being a direct descendent, and one in the same profession. 


It has been ascertained that the vijebakhard is the earliest of the three components constructed 
by Jagannatha Singh, son of Krsna? Singh, who was known as a poet-king and composer of the 
Mahabharata (Krsna Singha Mahabharata). 


An interesting story’ narrated by Rama Prasada Panda, the present Panda, of the Jagannatha 
temple is significantly related to the construction of the Jagannatha temple. Raja Krsna Singh was a 
devotee of Jagannatha. At the behest of his queen mother, he went to Puri to have the ekantadarsana 
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(exclusive darsana in private) of Jagannatha. The Gajapati Raja of Puri refused him an entry to the 
temple even though Raja Krsna Singh offerred fifty thousand rupees for an exclusive darsana of the 
Lord. This prompted Raja Krsna Singh to think of another plan. The Raja of Khallikote was related 
to the Puri Gajapati. By arranging the marriage of his daughter to the Prince of Khallikote, he claimed 
family connections with the Gajapati Raja and constructed a palace on the seashore and lived there. 
Subsequently, the Raja of Puri, also permitted Krsna Singh to have an exclusive darsana of Jagannatha. 
Just at this time, the Jagannatha image and the thatched shrine at Dharakote were destroyed by fire. 
Raja Krsna Singh is believed to have been told “I am being worshipped in the Nolia Matha near Puri. 
Take me into the Puri Jagannatha temple, offer me bhoga along with the Puri deities and bring me 
back secretly under the thick cover of the night.” As commanded by the Lord, the king accompanied 
by his minister, soliders and priest, brought back the image from Puri to Dharakote. Although the 
Gajapati Raja of Puri made efforts to receive back the idol, he did not succeed, and had to return 
to Puri empty handed from Khallikote. Mali Street of Khallikote was renamed Dharakote Street. Raja 
Krsna Singh returned to Dharakote and began worship of Jagannatha (Dadhivamana) in his own palace. 
For the second time, Jagannatha ordered the king in a dream to prepare the festival images. A blind 
beggar from the village Siddhapur (near Badagada)® had come to the king and pleaded that he be 
allowed to carve the festival images. This beggar also indicated that the wood for the images would 
be available in the forest between Haripur and Pratapapur. The following day, the king collected the 
wood from the forest and the beggar carved the three festival images. However he refused to accept 
any remuneration. After the work was completed, he just vanished (ubhei gale). Thereafter, the king 
Krsna Singh died, and his son Jagannatha Singh started the construction of the temple. 


Panda Rama Prasad claims that this account is based on a pothi he received from the palace, 
which has since been lost. 


The notes of the late Narayana Panda are completely different. According to his notebook, Raja 
Jaya Singh (1708-1761 A.D.) went to Puri with a few pandits and followers to have darsana of Lord 
Jagannatha. He commissioned the carving of a Dadhivamana image which he handed over to his panda 
(Talachu Mahapatra) for consecrating (pratistha) in the temple. Panda did as requested and the Raja 
returned to Dharakote with the image. When this incident was revealed to the Raja of Puri, he forbade 
Tajachu Mahapatra from entering the Jagannatha temple. Further more his services in the temple were 
discontinued. When Talaghu Mahapatra came to Dharakote to appeal to Jaya Singh for help, he was 
granted Ambatharuda village, and was permitted to live in Dharakote gada. However, as Mahapatra 
declined to stay at Dharakote, Raja Jaya Singh took him to Puri again. This time the Raja avoided 
going inside the temple, as Raja Rama Candra of Puri would have been there. One day, the Raja of 
Puri asked his pandits to compose a song for the temple flag. It was Raja Jaya Singh who composed 
this prayer which greatly moved the Raja of Puri. Ultimately, Talachu Mahapatra was eventually 
condoned of the restrictions imposed on him. 
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Rajendra Singh (1761-1782 A.D.) who succeeded Jaya Singh to the throne constructed a 
mandapa near the simhadvara. He performed vanajdga, felled a neem tree, hired good carpenters 
(bindhani), and carved the images of Jagannatha, Badathakura (Balabhadra), Subhadra and Sudarsana. 
For the three avakaSas and four dhiipas he endowed the temple (mandapa) with the grant of Haripur 
village. He also commanded a rathayatra, and summoned carpenters, blacksmiths and washermen to 
construct chariots. Before consecrating the image in the temple, Rajendra Singh went to Odifsa (Puri) 
for blessings. He also met the Raja of Puri, Birakisore Dev and received his good wishes for the 
rathayatrda. The Raja of Puri sent him carpenters to assist in the construction of chariots at Dharakote, 
as well as deputing the panda Kothabandhu Mahapatra for one year at Dharakote to organise the rituals 
in the temple. The pandas, pdtri, sudra, tahalida, etc. were all employed for the temple service, and 
Narayanapur village was donated to the Puri panda for the bhoga of odisdathakura (Puri Jagannatha). 
For mahdaprasdda and daily offerings, Sameiguda village was granted to the mahanta of Uttaraparsvamat 
ha. Raja Jaya Singh's Dadhivamana was placed in the temple. The attached mandapa constructed by 
Jaya Singh was destroyed by fire according to the notebook of Narayana Panda and this is confirmed 
by the people of Dharakote. This had assumed the features of a myth. Narayana Panda's note book 
states that the three deities left for Puri in the guise of Brahmins, and en route were the guests of 
a mahdjana (businessman) in village Balipadara near Aska. Meanwhile, one source believed that after 
the deities were consumed in the fire, Krsna Singh worshipped the Dadhivamana image. He continued 
with the construction of vijebakhard and completed it till the ratnamunda. He recarved the trinity, and 
consecrated it inside the temple. According to the customs prevalent in the Jagannatha temple at Puri, 
he organised all the necessary rituals (devaniti) and offerings (bhoga). He also constructed the Gundica 
temple, and consecrated Vasudeva inside it. 


These two narrations are inconsistent with regard to the names of the kings who actually went 
to Puri to bring back the images of Dadhivamana. Moreovers the manner in which it was brought 
is debatable. What is clear is that the image of Dadhivamana was brought back from Puri to be used 
as a model for carving new images of the deities Jagannatha, Balabhadra and Subhadra. The pothi 
to which Rama Prasad refers is probably the pothi (tippakhara) of Narayana Panda, a copy of which 
is with the present Raja. Rama Prasad Panda refers to a part of the information of the porhi and also 
with interpolations which is normal. The porhi of Narayana Panda seems more authentic. His references 
to Raja Ramacandra of Puri during the rule of Jaya Singh of Dharakote corresponds to the rule of 
Ramacandra Dev iI (1727-1737 A.D.).8 Similarly, the reference to Birakisore Dev during the time 
of Rajendra Singh who ruled Dharakote from 1761 to 1782 A.D., also corresponds to Gajapati 
Birakisora Dev of Puri, who ruled from 1737 to 1793 A.D.° The donation of Narayanapur village 
to Puri Panda (of Jagannatha temple) has corraborative references in the danapatras of Birakisore Dev" 
but the whole of Narayana Panda's porhi may well be accomplished with a few exceptions. Rama 
Prasada Panda's reference to Krsna Singh states that the fire at Dharakote occurred after the Raja's 
visit to Puri. 
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The story of bribing the Raja of Puri to influence him for an exclusive private darsana does 
not seem honourable for a king. However pleasing the Raja with a newly composed prayer seems 
more dignified particularly when the Raja Jaya Singh was himself a poet. The account of deities leaving 
Dharakote in the guise of three Brahmins (actually for credibility, at least one of them should have 
been Brahamani) has a far distant echo in the Lakshmi Purana-Sriyacandaluni story in which the two 
borthers had to roam about as Brahmin beggars." The blind beggar incident has been fabricated from 
the old carpenter story connected with the carving of Puri images.'” The village from which the blind 
beggar came and carved the images corresponds to the present day practice of commissioning 
carpenters from the same locality to construct the chariots. There are a few villages in this locality, 
in which a large number of carpenters have been enjoying land grants given by the king to work for 
the temple rituals. Both narrations confirm bringing of Dadhivamana image from Puri to be used as 
a model. However, stylistically, the images of Dharakote today are different from the images of Puri.” 
The latter are rather short, stout and with a short neck which connects the head with the torso. The 
overall construction is similar to the images in Sorada, Badagada, Digapahandi, Cikiti and Khallikote." 
All of them share a regional stylistic peculiarity. It is probable that Krsna Singh had brought a model 
of Dadhivamana (Jaganndtha) from Puri, which was to be copied while carving new images, but the 
local sculptors formed their own standards. Although today there is one Dadhivamana image in this 
temple, tradition confirms that three existed many years ago. Even today a separate anasarapati is being 
prepared for Dadhivamana, along with three partis for the three existing images. 


There are a lot of inconsistencies and exaggerations in both the narrations (i.e. Rama Prasada 
and porhi). Owing to this, it seems unlikely that Krsna Singh could have started the construction of 
vijebakharda, and completed it during his short seven-year reign, since he was preoccupied with the 
composition of the Mahabharata for at least three to four years. It is more probable that he initiated 
the construction, which was later completed by Jagannatha Singh who ruled for forty-two years. Also, 
there is no mention of this event in the Mahabharata. His Mahabharata gives a genealogy of his 
family,!* but remains silent about the Jagannatha temple. The naming of his son Jagannatha, reflects 
his devotion to the lord. According to the inscription, Raghunatha Singh raised the pitha of the 
vijebakhard and mukrtisalda.'° It can be safely presumed that the construction of the main temple was 
completed by Jagannatha Singh, father of Raghunatha Singh, and son of Krsna Singh. 


Architecture 


The Jagannatha temple rests almost in the centre of Dharakote town, and faces the east. The road 
which branches off from the main Aska Sorada road, passes through the town on the east-west side 
of the temple complex, alongside the compound wall. Although this temple proper forms an essential 
part of the palace complex, it is placed outside the palace north of the compound. The hill ranges 
of the eastern ghat known as Sulia (Suba/ayd) provide a picturesque backdrop both to the temple 
complex and to the palace. The passenger buses which ply on this road, stop in front of the temple. 
The entrance chamber of the temple is used as a resting place. Besides, the temple space also provides 
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an opportunity for senior citizens of the town to use it as a base for meeting, for Purana recitals, 
and for playing ganjapd cards. 


The actual temple complex is a rectangular area, measuring about eighty-five metres by fifty- 
five metres with a surrounding stone compound wall (pdciri) which is a corrupted version of the 
Sanskrit word prdcira, at a height of about two metres from the ground. It appears that a row of 
brick battlements (dima) were added later to the compound wall. An imposing entrance in the form 
of a gopura on the east side greet one with two-seated lions as guards (dvarasimha), and two foliated 
vessels (purnakumbha) placed in front of the pitha on either side of the entrance steps below the lions. 
As in the Jagannatha temple at Puri, the complex has three more gateways on its south, west and north 


sides, with three smaller pidha structures which are known as kulid deula. These gates usually remain 
closed. 


The temple proper is a three-chambered one (figs. 38,41). The main temple as well as the 
subsidiary temples have been constructed in the pidha order. These three components are known locally 
as vijebakhara (deula- sanctum) majhibakharda (jaganmohana) and garudabakhara (ndatamandira- 
bhogamandapa combine). The vijebakhard is a sarvaghanta temple, quite rare in its architectural 
features. The majhibakhard is a flat roofed square pidha mandapa and the garudabakharda or 
mohanabakhard is a bhadra temple with the usual features. On its south side near the main entrance. 
the complex has a small pidha mandapa placed on a high pitha, known as ¢cdhdani mandapa. Goddess 
Laksmi, who is not allowed to travel with Jagannatha in the chariot to the gundica temple during the 
car festival in the month of July (Asddha), is taken to this c@hani mandapa during the return journey 
when the chariot of Jagannatha returns back and is parked in front of the temple, Goddess Laks$mi 
casts a glance (cahani) at her Lord, locks the temple doors and avenges her insult. On the north side. 
close to the main entrance within the complex is an open mandapa on which the deities are taken 
each year, on Jyestha purnimad, and given a ritual bath (devasndna). This is known as devasndna 
mandapa. There is also a devasndna mandapa in the Jagannatha temple complex at Puri almost on 
the same position. On the south side, along the compound wall facing the vijebakhard is a comparatively 
newer rectangular covered structure which is used as the kitchen (rosaghara). The kitchen is located 
on the south-west corner (fig. 41) and also a well. 


All the three temples are constructed on a raised pitha. A passage like space over the pitha 
around the bada allows for a man to just about walk. These temples are linked by antarda{as which 
are known as gamcds. The gamds are prominent and have features over their roof. The gama connecting 
the vijebakhara and majhibakhard have three horizontal pidhas, for the crowning features, there are 
beki, amalaka, (anld) khaptiri (kapuiri) kalasa and cakra. The gama linking the majhibakhara and 
garudabakharda has a roof slanting to north and south with an dmalaka ghanta khapuri, kalasa and 
dyudha ordained tor a bhadara dewla. On the north side of the majhibakhard there is an additional 
temple attached to the bdda portion. This was a later addition and is known as bhandarabakhard. 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS THE TEMPLE OF JAGANNATHA 


The prototypes of the sarvaghantia temples are also found at Nirmalajhara (fig. 49) and 
Digapahand;i (fig. 44) both in the district of Ganjam. The vijebakhard is paricaratha in plan and is 
built of stones. This is the oldest structure in the complex. 


There are three pdrsavadevatra shrines attached to three sides of the vijebakhard housing 
Trivikrama on the north, Narasimha on the west and Varaha on the south. Narrow steps lead to the 
pdrsvadevata shrines which can be reached from above the pitha. These steps have also been added 
later into the structure. 


The bada of the vijebakhara has five vertical pilasters (pdga) as in paricaratha temple (raha, 
anuratha and konaka). The bada is horizontally divided into pabhdga, talajangha, bandhand, 
uparajanigha and baranda. The pabhdga is rather simple in construction compared with the baranda 
which has a number of decorated horizontal mouldings (pata). The bandhanda has been moulded 
horizontally, flat in the middle with narrow horizontal mouldings on either side at the top and at the 
bottom. The bada has pidhamundis, two each, in a pdga projection on the uparajangha, and one each 
in the tralajangha. In the recess portion (sandhi/ salilantara), there are two pidhamundis in the 
uparajangha. These pidhamundis contain sculptures. In the uparajangha, we find mithuna figures, 
vidalas, alasakamydas (alasci) and also a few Krsnalila motifs and motifs from the Ramayana. In the 
talajangha there are cult deities such as dasdavatdra and digapd/a images and Krsnalila motifs. These 
are pidhamundis, enshrining cult deities. 


The gandi portion of the vijebakhara is in the pidha order known as sarvaghanta. It has three 
tiers of pidhas, placed one above the other, with miniature shrines (jiSa) corresponding to the pdga 
formations on the bada. Each miniature shrine is also in pidha order, with five horizontal pidhas 
(muhanta), as well as crowning features such as beki, amalaka ghanta, second amalaka, khapuri and 
kalasa. 


On the extended portion of all three pidhas, i.e. on the rahdapdga, is placed (jisa) jhampasimhas. 
These occupy the third horizontal pidha in each jisa. The second and third layer of jisdas have vertical 
walls (bada) with pilasters resembling rahdapdagas. On each of these rdahdpagas, there are relief 
sculptures. There is no bada in the central jisa. Fifteen jisas have altogether only eight relief sculptures. 
These relief sculptures depict celestial musicians and also Krsnalila themes. 


The ghanta on the top of the gandi has elaborate divisions. On the beki portion, there are 
four dopichasimhas or Dopakhasimhas looking outwards at four corners, along with mandiracdarini 
murtis placed at the four cardinal directions. The bottom damalaka is called anlasri. The ghanta has 
two rope-like strings tied around horizontal stripes. These break the monotony of the vertical ribs on 
the ghanta. On the lower one, known as rdi, eight jhampasimhas are attached. Four of them face 
towards the four cardinal directions and four towards the corners. The upper stripe is doria. There 
is a second beki over which jodian{ld is placed. The beki portion has eight miniature pidthamundis in 
place of jhampasimhas. Over the jodianld is khapuri with dadhinauti (kalaSa). Right on top is placed 
the cakra (ayudha). 
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The majhibakhara (Jagamohana) is also pari¢caratha in plan with ratha, anartha and konakapaga. 
The horizontal divisions are the same as that of the vijebakhard with pabhaga, talajangha, bandhand, 
uparajdangha and baranda. Here we find pidhamundis in three on konaka paga, three in the recess 
(salilantara) between konaka pdga, and anarthapdga, three on the anarthapdga, and yet another three 
on the recess between anartha and rahdpdga. Altogether there are four pidhamundis in talajangha 
and eight in uparajangha on one side bada of the rahdpdaga. Each of these contains sculptures. In 
addition to this, there are four more sculptures arranged in two tiers from the bottom and the top 
and in the recess between konaka and anarthapdga. The pidhamundis in the uparajangha have also 
been arranged in two tiers from the bottom and the top. Unlike the garudabakhard, the portion 
between baranda and the top of the entrance has fine sculptures on the projected portions of the 
rdhdapaga. In the baranda portion on the top of each pdga projection, and also on each recess, there 
are brackets supporting the gandi. There are two kinds of brackets. The first type is an alasakanyd 
relief slab, and the second is a lotus stalk, either with hanging full blown lotus, or simple ones. The 
alasakanyas adorn the tops of konakapdga, anarthapdga, one on each, and three on the rdahapaga. 
Similarly, on the other bracket figures, two are placed on the top of the recess between konaka and 
anartha and one in the recess between anartha and raha. Compared with the bada of vijebakhara, 
majhibakhard has many more sculptures. The bada on the south side has an imposing entrance with 
a flight of seven steps. The vertical raha projections have assumed the form of high pilasters on both 
sides of the entrance which are highly ornate, with horizontal mouldings on the upper portion, and 
with three carved relief friezes placed one above the other at the base. The navagrahapdta slab over 
the lintel is supported with iron beams so also the jhalamacdla (the projected portion of raha 
concealing the corbelled roof). The horizontal door jamb has a supporting iron beam. The navagraha 
slab is simple and without carvings. The Laksmi para of the door jamb is also plain. The relief has 
an arch without any image. Probably, this space was meant for a painting. On either side of the door 
jambs there are standing figures of Ganga and Yamuna within the pidhamundis. At the bottom of these 
guardian deities, there are two camara dhdarinis, under arched decorations. The north side bada has 
no entrance because it has been covered by the bhanddrabakhard. 


The gandi of the majhibakhard has three horizontal pidha sections (pora/a) in pyramidial 
receeding order. Each pota/a consists of five horizontal pidhas. The gandi is organised in congruence 
with the paricaratha bada. The pagas on the bdda have corresponding pidha projections in three tiers 
on the gandi, which are known as potala. There are two vertical walls (kdntsi) in between the pot 
alas. Each pidha projection on the gandi has a jhampasimha placed on the third horizontal pidha. 
For crowning features, each pidha projection has a khapuri with kalasa, but without dyudha. On the 
vertical walls (kanti) corresponding to the paga projections on the bdda, there are three pilasters each 
with pidhamundis. Since the entire temple is pilastered with lime mortar, the pidhamundis lose their 
characters and look like sikharamundis in a few cases. The relief slabs on each of the projected middle 
pilasters of the kanris depict wrestlers. In the raha portions, owing to the necessity of placing the 
kalasas at the centres, there are no sculptural slabs. 
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The garudabakhara is a bhadra temple. Its bada on the eastern, southern and northern sides 
arc exposed with three imposing entrances and flights of steps. This is in the pancaratha plan with 
rahdpaga, anarthapaga and konakapdga on the bada. The bdada has the usual horizontal divisions 
of pdabhaga, talajarngha, bandhand, uparajangha and baranda. On the lower Jangha there are 
sikharamundis (Sikharacala) on the konakapdga and on the reces between the konaka and rahdapdaga. 
On the uparajdngha there are pidhamundis in two tiers on the konakapdga and anarthapdga. As in 
the majhibakhard, the bracket figures are placed in the baranda portion supporting the gandi. The 
alasakama slabs are at the top of konaka, projecting outwards from the corners of the temple and 
also from the rdahapdgas. Lotus brackets are also placed on the top of the alasakanyds specifically 
on the rahdapaga portion, and also on the recess, as in the majhibakharda. The uparajangha portion 
is wider than the talajangha. 


The gandi has two tiers of horizontal pidhas with a small vertical wall in between them. The 
rahd portion above the entrance has the usual crowning members of a bhadra temple. On the beki 
portion. there are three mandiracarini relief slabs. On the top of the gandi there is the beki with four 
dopichasimhas overseeing the four corners, and four mandiracdrinis on the relief panels, placed at the 
uur cardinal directions. There is anlasri with the motif of lotus petals at the base of the beki. The 
ghana has a string tied over its middle portion, known as rdi. Eight jhampasimhas are attached to 
it. At its top the ghana has jodianala with khapitri, kalasa and cakra. 


The entrance gates of the garudabakhara are higher than that of the majhibakhara. Like in 
majhibakhara the projections of the rahapaga have formed high pilasters on both sides of the entrance. 
The navagraha pata (lintel stone slab) is plain without carvings. The horizontal door beam and 
jhalamaca/a are supported by iron beams. The upper positions of the door jambs are plain, with 
guardian figures on either side within the rekhamundis at the base. On the main entrance, Brahma 
stands on the left, with Siva on the right. Below these figures are two pidhamundis, with a lata design 
on the middle projected slabs. The space on either side of the entrance steps leading to the 
garudabakhard is used as a sitting place (open mandapa) for devotees and visitors. This space is 
extended on both sides of the steps. There are two pirnakumbhas placed on either side of the steps 
in the pidha portions. The south and north entrance gates have almost similar features, with steps 


leading to the temple. The entrance on the south side is important, because this is used for temple 
processions and rituals. 


The gopura (simhadvara) (fig. 39) is an interesting architectural feature of this temple. It has 
two openings on the east and west badas. The opening on the east side is the main entrance leading 
into the temple from the main road. This is a pidha temple with a vertical wall in between the two 
tiers on the gandi. There are two open archways in this portion of the gandi. The temple is double- 
storeyed with steps on the southern inside wall. This is according to the pancaratha plan. The 
rahdapaga, anarthapdaga and the konakapdga have sculptures within pidhamundis both in the talajangha 
and uparajdangha portions. The pabhaga is plain without decorations. 


26 


Digitized by srujanika@gmail.com 


THE TEMPLE 


On the gandi portion, the corbelled roof over the entrance have pidha projections. The 
jhalamacd{a is supported by an iron beam. At the top of the first potala, there are battlement designs. 
Above the opening arches of gopura, there are again corbelled roofs with pidha projections. There 
are mini an{/4 projections on the top of these structures with tinigodidsimhas as crowning members. 
A narrow balcony surrounds the first tier pidha projections. On the bada, in between the pidha tiers 
the placement of sculptures correspond to that of the bada below. 


There is an elliptical mastaka with anlasri, ghanta, khapuri and dayudha, etc. There are four 
dopichdsimhas on four corners fixed on the beki. The kuliadeulas are all in the pidha order without 
embellishment of sculptures. Four sculptures on each bdada are seen on the projected pilasters of the 
cahanimandapa. This is a covered mandapa with arched gateways on four sides. As indicated earlier. 
it has a high pidha with steps on the west side. 


Sculptures 


All the three chambers, viz. vijebakharda, majhibakhard and garudabakhard, gamd, gopura and 
cahdnimandapa are embellished with sculptures. Except the dvdarasimhas at the main entrance, the 
Jjhampasimhas on the gandis and the Garuda inside, all the other sculptures are in reliefs and carved 
out of single pieces of Khonodolite (kandda, kundda) stones. As is the case with Orissan temples, the 
interior walls are plain without sculptures. The Garuda sculpture crowning the two-metre high, 
monolithic pillar, the reliefs of the base of the ratnasimhdsana on which the deities are seated, and 
the guardian figures on the door jambs are the only sculptures inside the temples. Of course, the 
wooden painted deities of Jagannatha, Bal]abhadra, Subhadra and SudarSsana, the brass idols of 
Madanamohana, Dolagovinda, Laksmi and the painted navagraha relief are also to be included. 


The sculpture programme on the bddas as well as on gandis do not follow any definite 
principles. Therefore, it would be difficult to generalise and arrive at specific conclusions for the 
evolution of a formular approach. In order to appreciate the avaranamiirtis, the sculptures may be 
grouped under the following categories: These are 


(i) Cult deities, 

(11) Krsnalila motifs, 

(in) Mithuna and Maithuna miirtis, 
(iv) Figure and Decorative motifs. 


(i) Cult Deities. These generally include the pdrsvadevatas, dikpdalas, dasdvataras and other 
gods and goddesses. A Visnu temple has its standard pdrsvadevatads who occupy their respective niches. 
At Dharakote, the parsvadevatdas are housed in three small shrines attached to the vijebakhard. These 
are Trivikrama on the north, Varaha on the south and Narasimha on the west. These are carved out 
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of granite stones and display better workmanship in comparison to other sculptures of the vijebakhara. 
Besides serving as pdrsvadevatas, Trivikrama, Narasimha, and Varaha also appear on the bada on 
the projected portions of raha, anartha, and konaka pdgas grouped along with dasdavatdara murtis. 


The dasdvatdra sculptures appear on the south, north and west bdda of vijebakhard on 
talajangha. There is no chronological order in their presentation. On the south bada are Rama (fig. 
65), Pargurama (fig .66), Trivikrama (fig. 59) Visnu (Balivamana).(Fig, 63.) On the west bada are 
Kachapa (fig. 60), Matsya (fig. 59), Bauda (Buddha) (fig. 67) and Balarama (fig. 64). On the north 
bada are Kachapa (repeated), Kalki (fig. 68), Narasimha (fig. 62) and Varaha (fig. 61). The avatdara 
sculptures again appear on talajangha portions of the bada of gopura. These are Kachapa and Kalki 
on the west and Narsimha and Matsya on the east side. Trivikrama finds a place on uparajangha of 
east bada. On the north bada in the uparajangha portion, Balarama is placed. Jagannatha (fig. 103) 
appears both on the north bada (uparajangha) and on the west bada (talajangha). The sculptures of 
the vijebakhard are more refined in comparison to their counterparts in the gopura. There is no definite 
programme followed in the representation of the daSsavatdra sculptures. The earliest dasavatara 
sculptures exist on the ManibhadreSvara temple at BhuvaneSwar.'° 


Dikpala Images: 

They are the guardians of the eight directions and appear on the badas within the mundi niches of 
the parsvadevata shrine attached to the vijebakhard and not on the badas of the vijebakhara proper. 
Agni, Yama (fig. 115) and Indra (fig. 111) have been placed on the east, west and south bdada of 
parsvadevata shrine housing Varaha on the south side of vijebakhard. Varuna, Brahma (fig. 117) and 
AiSsanya (fig. 114) have been placed on east, west and north bada of parSsvadevatda shrine housing 
Trivikrama on the north side of vijebakhard and Indra (fig. 111), Vayu (fig. 112) and Nairuta (fig. 
113) find place on the south, west and north bada of the parsvadevatd shrine housing Narasimha on 
the west side of vijebakhard. In order to organise the sculptures in three groups, Indra has been 
repeated on the south and west shrines. Dikpala figures do not occupy their respective corners in the 
parsvadevia shrine. Besides, one finds the sculptures of Parvati, Durga, Mahisamardini Durga, 
SaraSvati, Nritya GaneSsa, Visnu, Narasimha, Hanuman (fig. 119), Gajalaksmi, Laksmi, Mangala and 
Annapurna on the badas of majhibakhard, gama and also on the gandi portion of gopura. There is 
no definite programming. While a majority of these sculptures have been displayed on the uparajangha 
of the bada, only one sculpture has been placed on the gandi portion of garuda bakhard. 


ii) Krsnalila Motifs: These sculptures depict the Krsnalila story from the birth of Krsna till 
the Dhanu utsava of Kamsa. The death of Kamsa has not been depicted. The story begins with Devaki 
delivering the child Krsna (fig. 84) sequence on the south side gama linking vijebakhard with 
majhibakhard and ends with the court scene of Kamsa with Krsna, Balarama on the north side of 
gama. However, a few sequences like Vastraharana, Ramakrsna yugala are displayed on vijebakhard. 
The sequences of the Krsnalila theme are the birth of Krsna, Vasudeva transporting Krsna,(fig. 85) 
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Nanda and Yasoda with the child Krsna (fig. 86), Sakatasurabadha (fig. 70), Dadhimanthana (fig. 
80), Yamaldarjuna (fig. 87), Bakasurabadha (fig. 69), Godhanaharana, Girigovardhana, Kesibadha, 
Dhenukasurabadha, (fig. 120) Kdliyadalana (fig. 75), Aghasurabadha (fig. 77), Sandhasurabadha. 
Kubalayabadha, Mustikabadha (fig. 79), Canurabadha, Krsna Sudama (fig. 118), Krsna with Kubuja, 
Krsna beheading the rajaka (fig. 74), Krsna and Balarama in the court of Kamsa. Motifs like 
Vastraharana (figs. 71, 72), Kaliyadalana, Aghasurabadha (fig. 77) and Girigovardhana (figs. 82, 83) 
have been repeated. Compared to the Krsnalila paintings inside, the depiction of sculptures on this 
theme are few. The few interesting sculptural motifs which do not find representation in paintings are 
Krsna Sudama, (fig. 118) Rama Krsna yuga/a and Krsna aiming his bow. 


The sculptural motifs on the theme of Ramdyana are extremely rare on the body of the temple 
like the paintings inside. Except the sculptures of Rama, Lakshmana, Sita and Hanuman there are no 
other sculptures related to the Ramayana. 


(iii) Mithuna or Maithuna Motifs: The maximum number of sculptures are on maithuna and 
mithuna scattered all over the badas of the temple complex. The sculptures on maithuna or mithuna 
are numerous and dominate the sculptural programrmne on the Jagannatha temple. The tradition of 
depicting maithuna (erotic) figures is quite ancient in Orissa. Brhatsamhita, Agni Purana, 
Samardanganasutradhara enjoin that these should be sculpted on the temple.” Silpa Prakdasa'® states that 
a place without love images ought to be shunned. As suggeested by Comaraswamy,!® it is in the 
auspicious progentive significance of ‘pairs’ that the explanation for the constant representation of 
maithunas is to be found. Just as a proliferation of images of gods or a king to protect the structure, 
emanating their power outward, so a multiplicity of mirhuna images function in the same way. 


Although mithuna motifs dominate the earlier temples, in the later temples one finds a larger 
variety depicting eroticism. In the Jagannatha temple at Dharakote, these have been used indiscriminately. 
Various erotic poses have been depicted. These motifs have been possibly influenced by the Kamasdstras.™ 
They have been depicted with rasa, bhava and kriyd (sentiments, mood and action). In this temple, 
the maithuna figures have been explicitly shown engaged in action. 


The most popular motifs are (1) piditaka™ mode in which one of the partners generally the 
man, is pinned against the wall or a pilaster, by his partner, (2) vrkshadhiriidhaka®™ mode in which 
the woman clings to the man and even climbs him as if he were a tree, (3) avalambitaka®” mode in 
which the man supported the feet of the woman who climbs on him as if he were a tree (fig. 93). 
Though most of the figures assume standing poses, due to the vertical space provided by recesses and 
niches, there are also numerous examples of reclining or seated poses in some cases, with the female 
on the top (vipariiarati) (fig. 94). The most popular acrobatic pose is kalika (reciprocal oral congress) 
mode with the standing male holding his female partner upside down (figs .91, 92, 96). Including 
among the acrobatic poses, is the vyanata rati with coitus from the rear (fig. 96, 106). Here the woman 
bends down; there is also the dhenukarta where she is on all fours like a cow. There are also positions 
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where the woman is reclining on her back on a couch, with the man lying on her, and the couch 
being lifted by a dwarf. There is a maithuna couple where the man is bearded, most probably a person 
of priestly stature, with bulging testicles.(fig. 95) The woman is depicted holding the male’s beard, 
most likely in jest. 


Auspicious pairs play a major role in the decorative programme of both early and late temples. 
Whether the pairs form a union of opposites or merely juxtaposed or engaged in explicit sexual activity, 
the auspicious nature is always present. 


(iv) Figure And Decorative Motifs: None of the sculptures or carvings on the temple are 
purely decorative. Each is an essential unit in the overall decorative programme, and serves both as 
a symbol of beauty and as a guardian motif. In the medieval and later temples, ornamentation was 
the main feature of architecture. 


The main decorative motif is female imagery. Woman has throughout history been treated as 
a sensuous and graceful being. At Dharakote, varieties of female figures have been depicted. There 
are alasakanyd (fig. 98), padmagandha (smelling a lotus), darpana (looking into a mirror) (fig. 99) 
and female musicians. It is difficult to determine whether the alasakanydas and female musicians 
represent celestial figures or merely ideal female beauty. It is presumed that these female musicians 
are the damsels (devaddsis) presented to the temple. Moreover, the image of woman is auspicious 
because she symbolises fertility and she is beautiful. These figures are short, and bulky, with rounded 
heavy breasts and hips. They have long plaits with tassels that hang either at the back or in the front. 
The alasakanyd with bodies in tribhanga poses and arms raised and joined over the heads are depicted 
in the recesses, and on the baranda portions. It is also interesting to notice that old women with 
emanciated bodies and protruding thin breasts have also been carved on the temple facade. 


The narrative friezes are almost rare at Dharakote. But conforming to the old tradition of temple 
embellishment, rsis apear on the badas of both vijebakhara, gama and gopura. They are seen with 
their beads, doing penance and standing on one leg. 


The lion is a popular motif, generally represented in a conventionalised form. In most cases, 
it is depicted as a hybrid figure incorporating features from other animals, real or imagined. Silpa 
Prakasa mentions four types of lions which are also known as vidalas.*™ (fig. 98) In the first example. 
the lion is generally depicted standing on its hind legs. This is called viraja.?° The second type generally 
stands on a crouching elephant, and turns its head to face the rear. It looks beautiful with horns,(fig. 
108) its face resembles kirtimukha masks and its tail curves between its legs. In some cases, a creeper 
hangs from its mouth. In the third example (gajavidala),(fig. 97) the animal generally, stands on a 
demon and has the head of an elephant, its proboscis lifting up enemy warriors. In the fourth example 
(naravida/a),(fig. 97) the animal also stands on a demon, but it has a human head. At Dharakote, 
vidala figures appear only in the recesses of anarthapaga on vijebakharda and majhibakharda. Here 
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vidala motifs have been further elaborated. In the gajavidala and naraviddala motifs, the sculptors have 
added more animal figures such as the Sarditla, the mrga, varaha, the svdna, etc. Sometimes it is 
seen that the gajavida/a lifts a number of small elephants or deer. Running deer are depicted in this 
motif (fig. 100) over the body of gajajvidala. In the viraja or vidala motif, the animal is seen standing 
on a lioness. This is also a Sardila who seems to attempt an attack on the viddla. At the lower end 
of the naraviddala motifs fig. 97), an elephant with either riders or warriors engaged in combats have 
been shown. The human head as seen in the naravidala motif is projected as that of a woman with 
a notha (nose ring) (fig. 97). Blood- thirsty demons trampling over two women are also shown. The 
naravidala or ndrividala figures portray two expressions, one depicts a fearful face, while the other 
one shows a peaceful one. 


In addition to this, there are also asvavidala motifs, the vidala is one with the head of a horse, 
trampling a soldier. A motif shows the asvavidala, carrying a soldier in one of its forelegs, 
simultaneously, devouring two Svanas (dogs), while the third one escapes from its jaws. The animal 
is seen trampling over a lion. 


At Dharakote there are no jagarata lions depicted with riders. But gajakrantd and jhampasimha 
motifs abound. The jhampasimhas or tinigodiasimhas adorn the gandi of the temples. These have been 
portrayed lifting both their forelegs, or in a few cases raising only one foreleg. These motifs lack 
symmetry. That apart, dopichdasimhas or dopakhasimhas are also placed at the beki portion, facing 
four cardinal directions. Dvdrasimhas adorn the entrance gateway to the temple complex. Gajakrantasimha 
or gajasimha which were a tradition in the earlier temples have been done away with. Instead the 
Dharakote temples have only dvdrasimhas (fig. 45) placed on either side of the main entrance. 


Surprisingly, the presence of scroll work is comparatively little. Nevertheless, there is evidence 
of some on the pedestals of the sculptures, doorjambs, bandhanas and pdgas. They also appear on 
the horizontal mouldings. Scroll work is ornate and varied in design, often combining vegetable colours 
and zoomorphic elements in the same motif. In the Silpa Prakasa, eleven different types of creepers 
(val/bhi) have been mentioned. In the opinion of Donaldson,“® the scroll work provides a good stylistic 
indice, which helps to establish a choronological sequence. In contrast to figure motifs, which 
frequently exhibit archaising aspects, or even the overall decorative programme, scroll work exhibits 
a continuous evolution. This is often more reliable than other stylistic indicators. 


The ornamental designs include lotus, hamsa, makara, sarditla and mrga, etc. On the baranda 
portion in the majhibakhard and garudabakhard, there is a garland or jhard (pendants ). The vrks 
a motifs on the door jambs on the south side are very ornate (figs. 53, 54). They show trees with 
branches spread out carved within rectangular panels. Parrots, monkeys and squirrels are all positioned 
on the tree branches (figs. 53,54). Other designs include lata motifs. 


The later temples have much less scroll work and elaborate designs, which is why the Dharakote 
ternple does not boast fine chiselled craftsmanship. 
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Paintings 

The ceiling and the upper reaches of the inner walls of majhibakhard, contain paintings. Four square 
stone pillars forming a square on the floor, support the ceiling. There are several groups of such 
supporting pillars. painted with high relief stucco work in the Jagannatha temple at Puri. But in 
Dharakote the pillars are simple and even devoid of lime plaster. Four stone beams, supported by iron 
ones. cross each other over these pillars, and divide the square ceiling space into nine kandi 
(compartments) (fig. 121). The central compartment (majhikandi) is the largest, and is square shaped 
(fig. 122). There are four square Kandis at four corners (fig. 124), and four rectangular ones, placed 
in between (fig. 126). These rectangular Kandis are above the lintels of the four door frames, which 
open out to four directions. The Kandis have horizontal tiers (muhanti) which recede in pyramidal 
order, forming the ceiling (muda). Apart from the Krsnalila panel, which is almost common to all 
these Kandis, they can be easily identified by decorative scrolls, composed of various animals and birds. 
In fact the Kandis have been named after these decorative scrolls, for example, the baga (crane) 
Kandi,(fig. 186) ghoda (horse) Kandi, (.fig. 189) gai (cow) Kandi, ota (camel) kandi, (fig. 188) hamsa 
(swan) kandi (fig. 187) mdankada (monkey) Kandi, hati (elephant) Kandi and harina (deer) Kandi. In 
concept. the murals look almost similar. Bagakandi is positioned on the south wallside, above the 
entrance door. Facing this Kandi, and viewed clockwise, the rest of the Kandis follow as mentioned 
above. 


The paintings are placed in two tiers in each Kandi ( figs. 141, 142). The upper tier has 
decorative scrolls depicting animals and birds, and the lower tiers illustrate themes from the Bhagavata 
(fige.141). In addition, there are two rectangular areas with paintings, on either side of the beam 
projected from the ceiling. These are found on four stretches of wall, two on the extreme east, and 
two on the extreme west walls. These rectangular areas have individual compositions related to Krs 
na and Visnu. The scenes from the Bhagavata in running panels are in narrative formats with one 
sequence leading to the other. There is no break in spatial arrangements. It can be compared to 
witnessing a movie from one incident to the other. The central compartment (majhikandi) has different 
arrangements. Instead of two, it has three running scrolls, the widths of which recede from the lower 
end working to the top. 


Over these scrolls on the receding tiers (muhantis) there are several narrow painted friezes. 
These narrow friezes are patterned with flowers and geometric designs, and appear like canopies 
hanging from the ceiling. Painted receding pidhas are known as patdcdandua (striped canopy) (figs. 
127, 128, 129, 130). The receding pidhas connect with the ceiling from four sides. The muda portion 
is either a small rectangular or a square area, painted with padma lotus mandalas (figs.128, 129). 
The narrow friezes are known as sana in the Puri citrakdra terminology, and dhadi border in South 
Orissa citrakdra terminology. To list a few- padmadhadi, latadhadi, kamadhadi, kanguradhadi, 
phenidhadi, etc.(figs. 131, 132). 


The lower portions of the beams are also painted with padma phiila and lata (meanders).(fig. 
131) The receding pidhas create four spaces over the square or rectangular base corners just above 
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the beams. This is called kanachdnda (fig. 121). Decorative scrolls are not in square or rectangular 
formats, but in irregular octagonal formats. The triangular spaces (tripati or kanachdnda pata) created 
by the corner beams, have heads of Rhu painted at the base, overlooking the temple floors.(fig. 201) 


The west wall as well as the interior side walls of gama contain paintings. The west wall is 
divided into two parts, leaving a wide gap in the middle. This is used as the entrance passage leading 
to the vijebakharda. On the left and right portions of the west wall there are two painted kuijas. Each 
kunja has four half circular arches supported by pillars.(fig. 192) Twin decorative glass lamps (jhdda) 
have been fitted to each pillar and to the screens. Jhadas and jhardas (pendants) hang from these arches 
(figs. 192, 193, 194). Each arch is crowned by damalaka, ghanta and kalasa similar to bhadra temple 
(fig. 198). The corner pillars of the kunija are wider compared with the middle pillars. Each corner 
pillar has painted alasakanyd on the shaft area (fig.200). The triangular portion between the roots of 
the arches depicts the gandabhairava (mythical bird) (fig. 194), i.e. olatasud parrot (fig. 193) motifs. 
As in the ceiling of the Kandis, the vertical and horizontal fronts of the pidhas and the kunjas have 
been painted with lahadi, padma, pakhuda, kangurda, lata and jali designs (figs.197, 198). Animal 
and bird motifs have been painted on the roofs of the kunijas including a lion with a flag, gajasimha, 
and the dancing peacock. On the right hand top corner of the kurnija on the right, a moon is shown, 
while on the left hand top corner of the kunja on the left, a sun is depicted. (fig. 197) Since portions 
of the mural have been defaced,it is difficult to decipher all the details. The background over the kunjas 
are treated like skies with twinkling stars. The sky covers the kunijas in a semi-circular wavy arch, 
forming triangular spaces at corners of the kunjas. Rahu heads with ornamental motifs have been 
painted on these corner spaces (fig.201). Eight sakhis (astasakhi), four in each kunja adorn the arched 
spaces. The sakhis on the left kunja, face the north, whereas those on the right, face the south. These 
astasakhis are attendants to the deities enshrined in the vijebakhard. These sakhis are Lalita, Visakha, 
Ciitra, Campakalata (fig.195), Indurekha, Sudesi (fig.192), Rangadesi. They flourish camara (flywhisk), 
picha (peacock feathers), they offer tambula (betel) and mukhavdasa (kerchief), and they hand a 
darpana (mirror), hold forward an ataraddani (scented water container) and a puspa (flower), all for 
the Lord. As major portions of the murals have been damaged, it has been difficult to conduct any 
thematic or stylistic analysis. 


For easier understanding, the paintings may be grouped in the following three categories. These 
are narrative panels; 


(1) dikpdla, 
(2) dasdavatara, etc. and 
(3) decorative panels. 


Narrative Panels 


Most of the paintings are long panels depicted in narrative sequences. The lifas of Krsna from the 
Bhagavata form the main theme. Other themes include the Artatrana cautisda, etc.which are discussed 
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in detail later. Sequences worthy of mention include: 


(a) Rasakrida: This sequence is painted in the bagakandi (figs.153, 154, 155). Here in the long 
panel, Krsna dances with sixteen thousand gopis (sohala sahasra gopi). To emphasise this 
Bhagavata concept for credibility, Krsna multiplies himself. Krsna and sakhi appear alternately 


in the running scroll. 


(b) Navakeli: Krsna acts as a boatman and helps the gopis (cowherd women) to cross the river, 
Yamuna (fig.136). The women stand on the bank of the river waiting for the boat. 


(c) Girigovardhana: In this sequence, Krsna is seen rushing to protect his cowherd friends from 
the onslaught of rain. Indra, seated on Airavata elephant, is causing the rain. Krsna is seen 
lifting the Govardhana mountain to protect the city of Nanda. In the next sequence, Rama and 
Krsna are sitting with Nanda inside the palace. The rest of the painting is badly mutilated. 


(d) Activities in the City of Gopa: Krsna is playing the flute under a kadamva tree amidst sakhis 
(fig. 142). In another corner, the houses of Gopa are seen. These are two storeyed buildings 
with entrance arches on both storeys. Gopis are seen doing their toilette, and preparing to leave 
for the upavana (garden) where Krsna plays with the sakhis. Here, a large portion of the lime 
plaster has fallen off from the wall, making thematic analysis difficult. 


(e) The Seat of Nanda: Three pavilions are depicted in pidha structure, with flags fluttering on 
the tiers. Each pavilion has three arched openings. This is probably the seat of Nanda where 
YaSoda, attended by maidens, and Nanda by two male attendants, occupy the middle arched 
space of the pavilions. In one of the corners, within a hut-like pavilion, Radha is seated dolefully. 


(f) Radhakrsna yugala: This is a running scroll with Radha, Krsna and gopis in various lilas on 
four walls of the hamsakandi. On the east wall, Krsna is offering a garland of wild flowers 
to Radha in a kufija. They are seated on a low cot. A spitoon (pikaddani) is placed below the 
cot. There are trees on either sides of the kufija. Two sakhis on either side flourish a camara. 
There is an Oriya caption which reads “varnamala” (fig.158). To the right of this is another 
kunja where Radha is seated on Krsna’s lap. Both have embraced each other and are in a 
romantic mood. The cot is designed in a bow-like shape resembling a boat. Two pillows (mandi) 
are placed on the cot. Two sakhis stand on either side, flourishing a camara. The caption here 
reads “yugala” (fig.158). In another sequence, Krsna standing in tribhanga, plays the flute 
beneath the kadamba tree, flanked by two sakhis who offer him flowers. An inscription in Oriya 
reads, “Radha Krsna”. On the right of this motif, Krsna plays the flute, resting his body against 
a cow. Here, instead of sakhis, two cows stare at him, obviously enjoying the music. The Oriya 
caption reads Gomati. 


(g) Marhurdgamana; Krsna’s journey to Mathura (Marhurdgamana) to witness the bow festival is 
depicted. Akrura is seen escorting Krsna and Balarama to Mathura in a chariot (ratha) 
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(fig.173). The sakhis obstruct their way as they are reluctant to part with Krsna. In the next 
sequence, Krsna and Balarama are seen seated in a chariot. In the last sequence, Akrura alights 
from the chariot to bathe in the river Yamuna. He receives the darsana of Krsna/Visnu in the 
river. Akrura’s empty chariot is seen at the extreme right hand corner of the panel. Krsna and 
Balarama on their way to Mathura, pass through the garden (upavana). In the next sequence, 
they met a hunchbacked woman (kubij4), whom Krsna transforms into a beauty (figs. 169). 
While approaching Mathura, they also meet a rajaka (washerman),(fig. 170) mali (gardener) 
and the people of Mathura. There are a few trees in between the figures to suggest a garden. 


(h) Kamsabadha: Krsna enters the city of Mathura, overcoming all obstacles posed by Kamsa to 
kill him and his brother. There are several sequences depicting this. On the right hand corner, 
Kamsa’s two storeyed palace is depicted. His queens and attendants are seen inside the arched 


pavilions. Krsna is dragging Kamsa down from the platform (mancd). Kamsa’s court guards 
stand in attendance. 


(1) Godohana: Yasoda is milking the cow (fig.177). She has placed the lord (small bell metal pot) 
between her knees, while a naked Krsna clings to his mother’s back. The calf is tied to the 
foreleg of the cow who is shown as trying to lick it. Both the hind legs of the cow have been 
tied with a gdichanda (cow knot). A gopi stands to the right armed with a pot to collect milk. 
Balarama also stands nearby, perhaps persuading Krsna to follow him into the forest. Another 
gopdla and gopalini are seen on the left. 


(J) MNandostava: The inhabitants of Gopa rejoice at the birth of Krsna and sweets are distributed. 
The drummers and pipers make music. Prostitutes (dari) dance in the streets(fig.184) and 
apsards in the heavens. To create jest, a pigmy is depicted distributing sweets while, some rather 
tall men are seen stealing (fig. 184) them. 


Besides, sequences such as the birth of Krsna, and Vasudeva transporting the child Krsna, 
Kalivadalana, Piitanavadha, Aghdsuravadha (fig. 182) Bakdsuravadha (fig.180), Trnasuravadha,(fig. 
144) Kesivadha, etc. have also been painted. 


Dikpdla paintings: These have been executed on the south and north walls of the gama inside 
compartments with arches depicted in the traditonal style. They are depicted as seated in frontal 
perspective and in lalitésana and padmadsana poses (figs.204, 205, 206. 207). 


Dasdvardra paintings: These occupy the middle pane! below the dikpdla paintings in the south and 
north walls of the gama. Like dikpa/a paintings, these have been also depicted in conventional 
poses, following the Orissa sculptural traditions (figs. 210, 211, 212, 213, 214). 


Hiranyaviddarana: This appears on the east wall, lower panel in the bagakandi (fig. 153). Narasimha 
is seen tearing open the bowl of the demon, Hiranyakasipu (fig.155). Hiranya is placed on 
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Narasimha’s lap. The demon is wearing striped costumes. Narasimha has a mask-like face seen 
in frontal perspective On either side of Narasimha stand Garuda, the attendant of Hiranya, 
Prahallada and a rsi. The Gods are seen rejoicing in the heavens at the death of the demon. 


Madhusudana: Visnu is painted on the west wall, on the lower panel in the bagakandi (fig. 154). 
He is seen in the sea, killing the demon Madhu, and placing him on his lap (fig.154). The 
composition of this painting has been influenced by the Hiranyavidarana painting. The poses 
of Visnu and Narasimha are similar. Two rsis stand on either side of Visnu, followed by two 
Cows. 


Sundari Vesa: This is painted on the east wall, lower panel in ghoddakandi. Krsna is shown in the 
guise of a goldsmith (sunari) weighing ornaments on a scale (fig.133). Perhaps he is offering 
a finger ring to Radha, who looks at him askance, and perhaps enquiringly, about the price 
of the ring. Krsna, the goldsmith has displayed his stock of jewellery to the customers. The 
sakhis stand on either side. Two of them,on his left, are holding two golden chains. One of 
the sakhis on his right, is trying on an anklet (bala) (fig.134). The other sakhis are observing 
her. 


Balarama lila: This appears on the south wall, in the middle panel, in ghoddakandi (figs. 135,137). 
Balarama is seen in a chariot. In another sequence, he is compelling the river Yamuna to follow 
his dictum and flow near the city of Gopa. The course, the river has to follow, is indicated 
by the scratching lines of the plough of Balarama. 


Navagufjara: The painting of Navaguhjara is depicted on the south wall, in the lower panel in the 
gaikandi (fig.143). Arjuna is shown in two sequences In one sequence he is aiming his 
Gandiva bow towards Navagurjara. In the next sequence, perhaps realising the significance 
of the avatdara of Visnu (Navagufijara) prostrates himself before Navagufijara (fig.143). The 
composition has been made lively with flowering trees, birds and monkeys meant to depict a 
forest. 


Kancivijaya: This is depicted on the north wall, lower panel, in the gaikandi. The painting of 
Karncivijaya is badly defaced. This is more imaginatively painted with details in comparison 
with the pata paintings painted by the citrakaras presently. Krsna and Balarama (Jagannatha 
and Balabhadra) are marching on two horses. Manika, the cowherd woman is receiving the 
finger ring from Krsna, while her companion with a pot full of curds on her head, looks on. 
The environment is made lively with monkeys, dancing peacocks, cranes and deer. 


Jaganndtha painting: This is painted on the west wall, in the lower panel in the hamsakandi 
(fig.157). Jagannatha, Balabhadra and Subhadra are seated on a ratnasinhdsana. Sudarsana 
is on the left of Jagannatha. The brass idol of Laksmi on a wooden tray (khatuli) is placed 
between Sudarsana and Jagannatha. Similarly, Madanamohan (Krsna playing on a flute in 
tribhanga) is seated on his throne between Jagannatha and Subhadra. Dolagovinda (standing 
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four armed Visnu), image has been placed between Subhadra and Balabhadra. The trio are 
in anicoric form, their hands like stumps (leaving Subhadra) raised upwards. A panda is waving 
drati to Balabhadra and rings the bell (ghanta). Utensils for rituals are placed near him. The 
deities are bedecked with jewellery and are in rdjdvesa (royal costume). 


A canopy hangs over the ratnasimhdasana with pendants (jhumpa) hanging. There is a narrow 
panel attached to the bottom of this painting, which depicts the offering for the Lords. One can notice 
a variety of utensils which were used in the Jagannatha temple at Dharakote. 


Laksmindrayana: This appears on the east wall, in the lower panel in the bagakandi (fig.156). 
Laksminarayana is placed in a portable shrine, with two side entrance doors used as niches 
for the attending maidens who hold fans (d/ara). Such shrines are to be found in South Orissa 
homes which are considered miniature temples. In the middle, Narayana is seated in padmdasana 
(lotus pose), holding conventional dyudhas. Laksmi, tiny compared to Narayana, is seated on 
his lap on the left. Two sakhis, smaller in height than the ones standing immediately next to 
them in the side niches, are seen with a lotus and camara. Beyond this shrine, on either side, 
are seen bearded rsis, in loin cloths, paying obeisance to Laksminarayana with beads in their 
folded hands. Among them are two children, probably disciples. Just as in the painting on the 
west wall, a narrow panel is also attached to the bottom of this painting. Here, offerings have 
been placed. On either side in this panel stand devotees, umbrella bearer (chatradhari), gong 
(ghanta bajanti), pipe blower (kahalia) and conch blower (sankhud). Pandas are seen performing 
drati and devotees standing by with folded hands. 


Rukmini Vivaha: This is painted on the west wall, in the middle panel in the hdrikandi. The painting 
in this panel vibrates with the sound of battle, and clash of weapons (fig. 167). On the left 
corner, a four chambered pavilion is seen. Seated inside the pavilion are queens and the 
attendants. Rukmini is going to the thakurdani (goddess) temple to receive the darsana of the 
Goddess Mahisamardini Durga, followed by four female attendants. One is holding an umbretla 
over Rukmini. In the subsequent scene, Krsna and Rukmini elope, with Rukmini being carried 
in Krsgna’s arms, balanced on his waist. In the next sequence, he attempts running away with 
Rukmini in a chariot. The news of Rukminiharana (Rukmini’s elopement) is in public knowledge 
and a fight ensues. There are three chariots on Krsna’s side (fig.168). Krsna shoots arrows 
from his chariot, with Rukmini looking on, clinging to him. Balarama also aims his bow on 
the enemy. Wrestlers are seen between the chariots, armed with maces. The enemy is seen, 
aiming arrows at Krsna. Behind him, Sisupala rides an elephant, and aims his bow and arrow. 
Close by is another warrior on horseback. A charioteer fights in his chariot from the back 
of the regiment. 


In the subsequent sequence, two chariots proceed to Dvaraka. The first chariot is occupied 
by Krsna and Rukmini and the second one by Balarama. At the extreme right end, the palaces at 
Dvaraka are seen. It is a marriage scene in a large pidha structured pavilion with two antechambers 
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in front and at its rear end. The priest ( purohita) is solemnising the marriage. An Oriya caption 
indicates the word “Vivdaha.” After the marriage is over, Rukmini and Krsna are honeymooning 
(madhusajvd). 


The background of this panel is covered with arrows, spears, swords, and maces which fly 
out from either side. Heroes lie dead on the ground. A soldier is seen trampled by an elephant. Kites 
and vultures hover over the battlefield creating a macabre scene. Even with just a few chariots. one 
elephant and one horse, the painter has been successful in creating a situation of war. 


Gajoddharana: The episode of Gajoddharana is depicted on the north wall. in the panel at the base 
of the hatikandi (fig. 172). A herd of elephants is in the sea. The white Gajaraja elephant is 
being attacked by a crocodile. It raises its trunk in the gesture of welcoming Narayana. offering 
him a lotus (fig. 172). Narayana is flying from Vaikuntha (heaven) on his mount Garuda, to 
rescue the elephant. His palace, a pidha structured mandapa is empty. A sakatdpali (dice board) 
lies on the floor and two pillows are propped up against pillars (fig. 173), suggesting that 
Narayana was playing dice with Laksmi, when the Gajaraja prayed for his help. On the right, 
in another mandapa, three women musicians (fig.173) can be seen. They are gandhamas 
playing for Narayana. To witness the Gajoddharana event, Siva and Brahma are standing in 
the heavens, paying their respects to Narayana. 


Anantasayana: This appears on the south wall, in the lower panel of the harikandi (fig. 171). 
Narayana is lying on the coil of Sesanaga (the mythical serpent). The serpent raises its seven 
hoods like an umbrella over Narayana (fig. 171). Laksmi massages his legs, while Sarasvati 
is seated near his head,playing the vind. Lord Brahma with four faces emerges from Narayana’s 
navel. Narayana is seen reclining on the coil of the serpent. He is painted as if viewed from 
above. The sea below the serpent is calm. 


Harihara: This is depicted on the east wall, in the lower panel of the Harinakandi (fig. 174). 
Harihara’s painting is a composite image of Visnu and Siva. The left half depicts an indigo 
complexioned Visnu holding a disc and mace. His right half shows Siva, smeared with ash. 
holding a deer and parasu (axe), seated in padmasana. This is depicted in frontal perspective 
(fig. 174). On his left, Indra stands with one pair of folded hands. He holds vajra (thunderbolt) 
and ankuSsa (goad) in his upper hands. There are eyes all over his body justifying his name 
Sahasraksa (thousand-eyed). His mount,Airavata, much smaller in size compared to Indra. 
stands at a little distance. A rsi, with a dark thin beard and grey matted locks, stands behind 


Indra. He counts the rosary beads in the right hand, and holds an asdabdadi stick in the left 
hand(fig. 176). 


Trivikrama: This painting is depicted on the south wall, in the middle panel on the harinakandi 
(figs.178) in two sequences. In the first sequence, a tiny dark complexioned Brahmin with a 
pot belly and an umbrella over his head, receives daksina from King Bali (fig.178). The king 
pours water from a jug into the pdairi (copper container) held by Vamana. His minister and 
an attendant stand behind him. In the next sequence, Trivikrama Visnu raises his left leg to 
support the heavens where Brahma can be seen. King Bali and his queen stand on either side 
of Trivikrama(fig. 179). A Brahmin priest is seen on the left of the king. 
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Laksminrsimha: The painting of Laksminrsimha appears on the north wall in the middle panel of 
the harinakandi (fig.175). Narasimha is seated in yogdsana with yogapatta tied around. and 
a tiny Laks$mi, seated on his left lap. He holds a disc and conch in his upper hands. His face 
seen in frontal perspective, resembles a mask. On either side of him are two potbellied Brahmins 
with anjalimudra, followed by two rsis each with an asdbadi (stick) and a japamala (rosary). 
The Brahmins also carry their beads. 


Decorative Panels 


As indicated above, each Kandi, except the central one, has a decorative panel. In these panels, birds 
and animals have been depicted in action. 


Bagadhadi: A row of white cranes have been depicted against the dark blue Yamuna river (figs. 
186). The cranes are seen perching, pecking, looking for food, fondling each other and also 
flying. They provide a colourful contrast to the deep blue water of the river Yamuna, with 
its full bloomed lotuses and lotus buds. 


Ghoddadhadi: A scroll of caparisoned horses with riders are depicted, galloping, running and trotting 
majestically (fig. 189). In order to suggest speed, plants and grass on the ground are shown 
inclined in the direction of moving horses. 


Gaidhadi: This scroll depicts the gogostha (cattle herd ) of Nanda. Cows and calves are seen grazing 
in the forest. Some are fondling their calves, and some are suckling their young (fig. 141). There 
are a variety of cows. 


Otadhadi: The decorative border shows camels and their mahuntas (fig. 188). As there are no 


camels in Orissa. the artist seems to have been inspired by the visit of nagasadhus and jamauts. 
who travelled on camels. 


Hamsadhadi: A row of swans are seen against a blue river Yamuna (fig. 187). They are seen flying. 
Some peck leisurely at their wings. The river is beset with full bloom lotuses and buds. Like 
the cranes, these white swans also provide a beautiful contrast to the dark blue waters of the 
Yamuna. 


Mankadadhadi: The panel with monkeys is the most interesting and lively scroll in the majhibakhara 
(figs.190). The monkeys have been painted in various poses and moods, walking with and 
feeding their young, jumping, sitting and sometimes even engaged in sexual activities (fig. 159). 
Such erotic frankness has been depicted only in this particular painted panel inside the temple, 
which appears to have been inspired by the mithuna and maithuna miirtis on the temple facade. 
The monkeys’ grey hairy bodies are colourful against the blue sky. 


Hdaridhadi: In his scroll elephants of different sizes and hues of white, grey. black and brown, have 
been shown inside a lotus pond (figs. 165, 166) . A few of them have uprooted the lotus stalks. 
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A few appear to be resting, while some are with seen with raised trunks, in acts of combat. 
There are also some baby elephants. 


Harinadhadi: The panel depicts a herd of grazing deer and antelope, some picking at leaves from 
the trees, and some standing and gazing in the forest (fig. 191). Four tigers stalk them. These 
tigers are painted on four corner cross slabs (kanachandda). Most of the antelope are spotted. 
Here. the artist has been able to create a feeling of suspense by juxtaposing the antelope and 
the tigers. 


Sankirtana panel: A group of Gaudiya Vaisnavas are seen dancing in ecstasy to the tune of jhanja 
(cymbal) and khola (drum) (figs.160, 161. 162, 163). Some of the Vaisnavas are clean shaven. 
with hanging pigtails, some wear conical caps, and some have matted locks (jaza) (figs. 160. 
161). A few of them wear a loin cloth, while others are clad in short dhotis tied around their 
waists. Among this group are Nitai and Gaur, who lead the procession. The bodies of the 
devotees swing with the melody of the music. One can almost hear the resonance of khola 
and jharija. One devotee, due to intense ecstasy, has gone into a trance and is held by his friend 
(fig.163). The painter is keen to show realistic details such as hair around the loin cloth 
(fig. 163). 


Besides these decorative panels, there are a number of scrolls with geometrical motifs. These 
are padmalatda. lata, phula, pheni, kangura and lahari, etc. At Dharakote, decorative panels have been 
painted wherever there is no scope to paint narrative panels or figural compositions. However, it has 
been observed that the artists have not crowded the compositions with ornate designs or decorative 
borders which today has become a trend with the artists who paint traditional scenes. 


Compared with sculptures, there are a fewer paintings. But the paintings are far more 
imaginative. 
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Depiction of the Bhagavata Purana and the Ramayana themes in temples and mathas of Orissa became 
a popular practice during the eighteenth and nineteenth centuries.’ This covered not only sculptures 
on facades, but was also repeated, in some cases, on murals. But in all Jagannatha temples, themes 
such as Jagannatha, Bajabhadra, Subhadra, Kanicivijaya, Navagunjara and Anantasayana, were painted 
in addition to the Bhdgavata and Ramadyana stories. Attention was also given to Dasdavatdra. 


The custom of depicting Ramayana and the Bhagavata themes in temple sculptures, goes back 
to the eighth and ninth centuries, or perhaps even earlier, in Orissa.® Though highly controversial, 
Sten Konow draws attention to the doings of a young Krsna in the word Sirikadara which appears 
in the Hatigumpha inscription of the Udayagiri hills’. Perhaps the earliest representations of the 
Bhdagavata Purdna scenes are found in the Singhanatha temple in the district of Cuttack“. Here. we 
find panels depicting Dhenuka and Arista and subjugation of Kaliyanaga. etc. A relief in the Lingaraja 
temple (eleventh century A.D.) at BhuvaneSwar, depicts the curd churning scene’. The twelfth century 
temple of MeghesSvara has a relief representing the scene of Vastraharana®. The Girigovardhana scene. 
the depiction of Gopinatha in the Sun temple of Konarka (thirteenth century A.D.), and Krsna with 
cows in the Citrakarini temple (thirteenth century A.D.) all show popularity of the Krsna theme. The 
Kalivadalana, Vastraharana and Krsna encircled by gopis is represented in the Visnupur temple. This 
is of the same period as the Konarka Sun temple in the district of Puri’. 


The Ramdyana scenes have been depicted in several temples, for example. the Svarnajalesvara 
temple at Bhuvaneswar®. Varahi temple at Caurasi, on the banks of the river Praci in the district of 
Puri, is the only Sdakra temple to carry Ramayana themes®. The Ramayana sculptures of the 
Manikesvara temple near SukleSvara village, and Catesvara temple and Simhanatha temple in the district 
of Cuttack are all noteworthy'!®’. The recent removal of plaster from the Jagannatha temple facade at 
Puri has brought to light a large number of thematic murals from the Ramayana and the Bhagavata. 


The Ramdyana and Krsna sculptures (from the Bhdgavata Purdna), cover a period of 
approximately one and a half thousand years beginning with the sixth century A.D. But this broad 
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time span could be divided into two phases, one till the thirteenth century A.D.. and the second 
spreading over to our present time. These two phases are significantly different in their intensity, scope 
and approach. The earlier phase was steeped in ancient classical tradition in which visual depictions 
are conservative and restrained. The later phase, owing to more pronounced regional exposure has 
grander, visual renderings”. 


The cultural atmosphere in the eighteenth and nineteenth centuries was in support of artistic 
change in expression from the pedantic to the liberalised. Even from the fifteenth and sixteenth century 
onwards, literary compositions were produced in Oriya. Epics and Puranas were translated from 
Sanskrit. The first major work of this period in Oriya was Sarala Dasa’s Mahabharata. Subsequently, 
Oriya translations of the Ramayana and the Bhagavata Purana were taken up by Balarama Dasa and 
Jagannatha Dasa respectively. 


Thereafter, these became extremely popular at evening recitals. A new institution, Bhagavata 
ghara or tungi took root in the social and religious life of Orissa’. We have already observed that 
the Bhakti movement, centring around the theme of Radha-Krsna, reached its height, giving rise to 
the formation of monastic orders. The Bhagavata gharas and the mathas became the centres 
propagating the cult of Bhakti, which was later even followed by temples. The Bhagavata theme was 
inducted in vernacular versions. 


In the medium of paintings and murals, the earliest regional forms of the Ramayana ones can 
be seen in the Vasudeva temple, Jayantigada, in the district of Ganjam. On the projected beams of 
the mukhasala of this temple, the Ramabhiseka painting has been done on a horizontal format. In the 
Virancinarayana temple, Buguda, Ramayana paintings occupy the full wall space on the western and 
thé southern sides". In other temples, the Ramayana paintings are not shown in such chronological 
sequences. Themes which are very often repeated include Ramabhiseka, Ravandra ¢hatrabhanga, Rama- 
Ravana Yuddha. Rama, Laksmana, Sita and Hanuman. 


In the Radhakanta martha at Paralakhemandi, in the district of Ganjam, there are Ramayana 
paintings on the outer walls. In the Laksmi Narasimha temple, Belaguntha in the district of Ganjam, 
Ramayana paintings have been done in the mukhasala’’. The mandapa of the Raghunatha temple at 
Oagam bordering the districts of Puri and Ganjam has Ramayana paintings on the sides of the pillars’®. 
It is presumed that the interiors of the whole mandapa were once painted. A number of Ramayana 
paintings are found in the Jagannatha templc complex at Puri. These are in the main temple as well 
as in other subsidiary temples. But all of them are recently painted. There are also Ramdyana paintings 
(Ravandara chatrabhanga) in Oida matha and Bada Odia martha in the town of Puri. 


As far as the Bhdagavata themes are concerned, murals are found on the west wall of 
Virancinarayana temple at Buguda!’®. Chronologically, the paintings that follow are in the Jagannatha 
temple at Buguda,'"” Radhakanta martha and Caitanya martha in the district of Ganjam'®, the Bada Odia 


martha, and Gangamata marha in the town of Puri™, and finally the Radhakrsna temple, Meliaput and 
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Srikurman temples’®, Srikakulam, both in Andhra Pradesh. In all these temples and mathas, the 


paintings nearly follow the sequences of the Bhagavata, from the birth of Krsna to his departure for 
Mathura". 


The interiors of the mukhasda{a of the Laksmi temple inside the Jagannatha temple complex are 
painted with Bhdagavata themes. But these have been restored at intervals, and therefore are difficult 
for any stylistic analysis. The interiors of the bhogamandapa of the Vimala temple inside the Jagannatha 
temple complex at Puri has painted reliefs of Bhagavata episodes. Similarly, the Jagamohana of the 
Jagannatha temple of Puri contains painted stucco works on the Bhdgavata theme®™. But again, as these 
are repeatedly repainted during the car festivals, its historicity and stylistic appraisal are beyond our 
scope. Nevertheless, the thematic content has reference value in this discussion. 


From the twelfth century onwards, we find epigraphic records and Oriya literature testifying 
a continuous attempt to identify Jagannatha with Krsna.” Caitanya (sixteenth century A.D.) has given 
a vivid account of Jagannatha as Krsna’. The Sarala Mahabharata, a major Oriya epic, narrates several 
stanzas, identifying Jagannatha with Krsna®™. Rukmint Vibha’ (sixteenth century) Mukunda Vilasa”’ 
(seventeenth century), Rasakallola ® (seventeenth century), Rahasya Manjari (seventeenth century), 
Banamali Padyavali’®(eighteenth century), have all made attempts to identify Jagannatha with Krsna. 
The literary creations proclaiming Jagannatha as Krsna do not end here, but extend to our present 
times. influencing even modern poets, writers and artists. These have created an aesthetic mood 
whereby the {/ifas of Krsna have been interpreted as the {lilas of Jagannatha. On the one hand, 
Jagannatha was the incarnation of Visnu, therefore, the Jagannatha temple had all the iconographic 
features of a Visnu temple. On the other hand, it also portrayed the activities of Krsna. It can be said 
that the themes of sculptures and paintings of the Jagannatha temple broadly accept Vaisnava episodes, 
where Visnu,Rama, Krsna and Jagannatha have all been accepted as different aspects and forms of 
Visnu, or as his different incarnations. 


As indicated earlier, every Jagannatha temple, built after the great temple of Puri, followed the 
Puri model in intent and spirit. The majority looked like miniatures of the Puri model. It is natural 
that the thematic content of the sculptural depictions at Puri’s Jagannatha temple were adopted. 
However, the murals in the Jagannatha temple at Puri do not seem to be that old. They are also 
repainted each year,3’ quite apart from the fact that there are several motifs which are common to the 
Jagannatha temples all over Orissa. With regard to the thematic content of the mural paintings inside 
the Jagannatha temple at Puri, the ones at Dharakote are unique, more imaginative and varied. 


These are Gajoddharana, Rukminiharana, Subhadraharana, Balarama lila. Sundrivesa of Krs 
na. Navakeli, Astasakhi, as well as several panels of animals and birds. The themes of sculptures and 
paintings have been derived from (a) Bhdagavata of Jagannatha Dasa, the Gopalila in the tenth chapter 
(dasamaskandha) of Bhagavata”, (b) Artatrana Caurtisa of Dinakrsna Dasa”, (c) Mdanabhanjana of 
Mohana Sundara Dev Goswami,* (d) Karicikaveri Kavya of Purugottama Deva,” (e) Gitagovinda of 
Jayadeva, (f) Mahabharata of Sarala Dasa,” (g) Dakshini or Dandi Ramayana of Balarama Dasa.” 
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The sculptors and painters have also been influenced by different dramas (ndtfaka and lila) such 
as Krsna lila, Radhaprema lila, Prahallada ndataka, Rama ndtaka and Bharata lila which they have 
translated into visual renderings. There are akhaddas in almost each village in South Orissa which 
function as club houses, where performers and interested villagers assemble to rehearse the play”®. 
There are several instances which strengthen our conviction that painters and sculptors take a prominent 
role in these dramas which create innumerable possibilities for visualisation. The tradition of akhadd 
is very strong in South Orissa even today. Moreover, the tradition of maintaining sketch books of 
ancestors in the family of citrakaras also help them to paint and sculpt.*® These sketches are supported 
by dhvanamantras. 


Bhagavata 

The entire dasamaskandha of Bhdagavata, which deals with Gopalila of Krsna has forty-eight sub- 
chapters (adhydya). Almost all the adhydyas have been first visualised, and then painted. Besides the 
Bhdagavata paintings common to other temples, the ones which deserve mention are the sequences (a) 
where the Gods of heaven approach Visnu in the ocean of milk (ksirasagara) and pray that he 
incarnates himself on the earth to prevent Kamsa’s evil deeds (fig. 184), (b) marriage of Devaki, (c) 
the beating of Vijulikanya (real daughter of Yasoda) and her transformation into Durga (fig. 183), 
Nandotsava, the celebration of the birth of Krsna, great rejoicings in Gopa,distribution of sweets, the 
dance of apsards, etc. (fig. 184), (e) Yasoda curing Krsna by brushing him with the tail of the cow 
to protect him from the evil eye (fig. 182), (f) picnic of gopdlas in the forest (fig. 181), (g) Krsna 
and Balarama learning from Sandipani (fig. 185), (h) Krsna and Balarama purchasing berries (kolibika), 
(1) Akrura receiving darsana of Krsna (Visnu) in the river Yamuna while bathing on his return to 
Mathura, Krsna and Balarama passing thorugh the upavana on their way to Mathura (fig. 169,170), 
Krsna meeting with the rajaka (washerman) and beheading him since he refused to lend clothes (fig. 
170). (k) meeting with kubuja (hunchbacked woman), and transforming her into a beautiful woman 
(fig. 169). 


The episodes of Bhagavata which are common to the eighteenth and nineteenth century temples 
and mathas are (a) the birth of Krsna (fig. 84), (b) transportation of child Krsna by Vasudeva (fig. 
85), (c) exchange of the child in Yasoda’s apartment (fig.183), (d) Putandabadha (fig.182), (e) Saka! 
dvadha (fig. 185), (f) Aghasuravadha (fig. 182), (g) Bakasurabadha (fig. 180), (h) Kaliyadalana (fig. 
75), (1) Vastraharana (figs. 71, 72), (j) Mathuragamana (fig. 169), (k) killing of wrestlers (fig. 79), 
(1) Slaying of Kamsa, etc. Even these common themes have been rendered so elaborately and vividly 
at Dharakote. that they appear as quite distinct from those at the other temples. 


Artatrana Cautisa 
This is a prayer to Lord Jagannatha in thirty four stanzas, by the eighteenth century poet, Dinakrs 
na Dasa“. Afflicted with leprosy, he is supposed to have recited this prayer every evening in the temple 


of Jagannatha at Puri. It conveys his own suffering in the guise of devotion to various forms of Vis 
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nu. This is very popular in the whole of Orissa and the artist Raghunatha Prusty of Mundamarei, 
a village close to Dharakote, has rendered it into visuals on several palm leaf manuscripts. Out of 
several sequences of the ¢autisa, the theme of Gajoddharana has been depicted in the Jagannatha temple 
murals vividly (fig. 172). 


Manabhanjana 


To appease the mmdna (conceit) of Radha, Krsna approached her in various disguises and finally won 
her heart. These episodes are imaginatively narrated and dramatised in the Manabharijana ndtaka and 
the Radhdaprema lila. These plays were extremely popular in South Orissa and had captivated the minds 
of many painters and sculptors. The painting of Krsna disguised as a goldsmith (sundri) offering a 
gold ring to Radha, is a distinct influence from the Mdnabhanijana (figs.133, 134). Similarly, the 
ndvakeli theme is another sequence (fig.136, 138). 


Karncivijaya 

The Kadricivijaya theme is extremely popular. This is painted in almost all the Jagannatha temples. In 
the Jagannatha temple of Puri, there is a huge painted cement relief, depicting the theme of 
Kancivijaya.*”? The theme is based on a legend, and is supported by the Kari¢cikaveri Kavya, composed 
by Purusottama Deva. In the painting, two brothers, Jagannatha and Balabhadra, march towards Kani. 


riding on white and black horses and are disguised as two soldiers. They are seen offering a diamond 
ring to Manika, who is painted standing with a pot of curds on her head. 


This painting is popular because the monarch is subservient to the church, and also owing to 
the idea of divine origin of kingship. As mentioned earlier, Jagannatha had been declared as the state 
deity since the Ganga dynasty ruled. This is why the poet, Purusottama Deva, associated the two 
brothers Jagannatha and Balabhadra with war. 


There is a very interesting interpretation about the painting. The milk maid Manika is compared 
to Radha, while Jagannatha is likened to Krsna. This is how the two are portrayed in a meeting on 
the land of Kalinga”. Incidentally, Manika is the daughter of Brsabha Behera, who in turn can be 
identified with Brusabhanu, while his wife Candra Behera can be associated with Candrasena. These 
interpretations establish the fact that Jagannatha is actually the incarnation of Krsna. 


Gitagovinda 

The Gitagovinda of Jayadeva has an important place in the Jagannatha temple rituals, although it is 
not adequately represented in sculptures and murals. The Gitagovinda is sung (recited) at the time 
of Badasimhara dhiipa in the Jagannatha temple, Puri. Gajapati Prataparudra Deva promulgated an 
order, perpetuated by an inscription which dates back to the fifteenth century A.D. It stipulated that 
singing the Gitagovinda was a compulsory ritual in the temple of Jagannatha at Puri.* The king even 
appointed singers and dancers for the purpose.* Following the tradition in the Puri temple, the singing 
or recitation of the Gitagovinda was included in the daily ritual of several Jagannatha temples and 
zamindadris in South Orissa and elsewhere. The popularity of the Gitagovinda in the wake of the Bhakti 
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movement, inspired the citrakaras to include it in the Jagannatha Yairi paintings, and in the wall painting 
programmes in temples and mathas.*® The only sequence which has gone into visual rendering is the 
dasavatdra as a group.” The depiction of dasavatdra in sculpture is quite old. The dasavatara 
sculptures as a group are first noticed on the ManibhadreSsvara temple at BhuvanesSvar, which belongs 
to the eleventh century A.D*®. The significant change brought in the pictorial representation of 
dasdavatdra is the induction of Buddha in the place of Jagannatha as the ninth incarnation. Buddha 
had started being accepted as an avatdra of Visnu and was included in the dasdavatdra group. The 
Jagannatha temple at Dharakote has a painted dasdvatdra panel in its gama portion, leading to 
vijebakhard (figs. 210,211,212, 213, 214). 


Mahabharata 

Except Navagutiijara, the Mahabharata does not find adequate representation in the paintings and 
sculptures compared to the Bhdagavata and the Ramdyana. But it is interesting enough to find a few 
more episodes other than the Navagurjara depicted in the murals at Dharakote. These are Subhadraharana 
3 and Rukminiharana.’® (Figs. 167, 168). 


The concept of Navagurijara appears in the Mahabharata of Sarala Dasa,*” the Oriya poet of 
the fifteenth century. Creation of such a mythical animal was to introduce Krsna in a novel form to 
Arjuna. 


Navagufijara is a mythical animal, able to assume many forms such as those of human beings, 
animals, and even birds. Some incredible compositions show him with the head of a cock, the hump 
of a bull, the neck of a peacock with a snake as its tail, the waist of a lion and the legs of a tiger. 
He has been also portrayed as an elephant, and a woman's hand holding a lotus or a ¢akra. 


The concept of Navagunjara though found in the Oriya Mahabharata of Sarala Dasa, is not 
applicable to Orissa alone, as claimed by a few scholars. It also occurs in the Andhra and Basholi 
paintings.” But these compositions differ in the placement of his limbs, proving the popularity of the 
theme.which originated from Orissa, or was borrowed by Sarala Dasa from legends and stories which 
he has incorporated in his Mahabharata. The story of Navagufijara appears in madhyaparva and 
prathamakhanda of the Mahabharata. The Navagunjara painting can be seen in the gdikandi, and 
majhibakhard in the Jagannatha temple at Dharakote (figs.143). 


Ramayana 

The kings of Dharakote were great Vaisnavas.33 The existence of the Vrndabanacandra temple inside 
the palace complex, emphasize their faith in Radha-Krsna. Although the Mahabharata and Ramayana 
were composed in the Dharakote royal family, the intense faith of the kings in Radha-Krsna lila guided 


their major activities. In a religious atmosphere such as this, the Ramayana as a theme for painting 
and sculpture, could not be replaced by the Bhagavata. 


The thematic depiction of the Ramayana in Dharakote interiors is limited to the painting of 
Ramapatiabhiseka (fig. 209). Consequently, it is difficult to trace the influence of either Dandi 
Ramayana, or any other text such as the Vaidehisa Vilasa of Upendra Bhafija from this single painting. 
The Dandi or Dakshini Ramayana of Balarama Dasa is very popular in South Orissa and one assumes 
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that this could have influenced the citrakaras to a great extent. There are also sculptures of Rama, 
Laksmana and Sita on the west bada of gopura. It is also pertinent to emphasise the presence of 
Hanuman at the entrance (gopura) to the Jagannatha temple. Jagannatha is regarded as Rama during 
his navadina ydtra (nine-day festival) in the Gundicd temple. This is why Jagannatha is dressed (vesa) 
as Rama. During the car festival, there is a ritual called Vibhisana drati on the ‘chariot, when 
Jagannatha faces south (after being taken into the chariot), to glance at Lanka in order to oversee 
Vibhisana. Hanuman is loyal to the flag of Krsna’s chariot, and is also vigilant at the Jagannatha 
temple's entrance. 


Hiranyavidarana 


Hiranyavidarana is the climax of the Prahallada ndtaka. The reflections of this scene can be noticed 
in the Hiranyavidarana painting inside the temple. Narasimha looks very much like a character of the 
play, wearing a lion mask (fig.155). 


Animals and Birds 


The theme of animals and birds as decorative borders is quite a fascinating innovation in this temple. 
The animals such as the elephant, deer, horse, cow, camel and monkey, as well as birds like the crane 
and swan, are all somehow connected with Bhdagavata, and other narrations painted inside (figs. 186. 
187, 188, 189, 190, 191, 183, 184). The elephant is associated with the Gajoddharana painting. It 
has also a very close association with the royal family. A deer is linked with Mrgini Srtuti or Artatrana 
Cautisa. A horse is associated with royal processions, and a Kadri¢civijaya painting episode. The cow 
is Krsna's favourite, and the gogosrtha depicted in the painting belongs to Raja Nanda. Camels represent 
the Jamduts (Vaisnava sadhu contigents) which used to frequent Dharakote. The monkey symbolises 
the Ramayana theme. The crane represents the demon Baka, and is also associated with the river 
Yamuna. The swan is an auspicious symbol, and leads one to think of the river Yamuna. 


It is strange that the thematic repertoire does not include rasa or rdsamandala paintings. There 
is no representation of this theme on the temple walls either. Of course there is no space to depict 
rdsamandala paintings on the horizontal narrow bands, where the majority of the paintings have been 
done. But the lack of space may not be the main reason for the non-representation of rasamandala 
paintings. In the bagakandi, an attempt has been made to show Krsna and the gopis dancing on the 
banks of the river Yamuna. In this panel, Krsna has multiplied himself into many Krsnas to dance 
with sohalasahasra (sixteen thousand) gopis which is the theme of rasa. The artist Jogindra Mahapatra 
is of the opinion that since purnardsa is supposed to be performed in the Vrndabanacandra temple, 
it is not depicted here. Nor are the rasamanda/a paintings in the Vrndabanacandra temple seen but 
the wood carvings fitted to the window panes are superb specimens of rdsamandala themes. 


Also composite figures like Kandarpa ratha, kamakurjara and navandrikurijara do not find 
representation in the Dharakote paintings and sculptures. Generally, such motifs do not oceur in South 


49 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


Orissa murals and sculptures. However, we have come across a painting of a ratha composed of figures 
of women in the Jagannatha temple at Karigeli matha, in Andhra Pradesh. We may therefore conclude, 
that although the thematic programme blends with the general mood and conventions of the time. the 
depiction has its own freshness and novelty. 
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Yuga antakdye nila samudra Parvata yane Vije Karive Riamakrsna Benibhrata: 


At the end of the yuga (age), the two brothers,Rama (Balardaina) and Krsna (Jagannatha) will appear on the 


beautiful mountains (Puri). 

Krsna Voile Indradyumnaku ghenija. 

Kali Prabhate Rohinikunda Jagithd. 

Rohini Kunde ambhe Kaya Je Vistéru. 

ye pinda gotieka kale hoivaki daru. 

Krsna asked Indradyumna to wait at the Rohinikunda. 
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THEME 
The next morning, He would spread his physical form on the Rohinikunda. 
This body substance would be visible in wood. 
G. Parija, Sarala Sahityare Sri Jagannatha, Kodnrka. Oriya, No. 32, p.0. 
26. Jaganndatha hoilkeka Devakira Vald. 
Jagannatha became the son of Devaki. Kartika Dasa, Rukmini Vibha, verse 28. 
27. Yo dvedha Prakrtihi pumanirtimatah, 
Stri pumsadehasrito Yasredha vidhi Visnu 
Sankaravapurdhari dari drsyate, 
Sriman Nilagirou Cadaritanudhrug Yosouchaturudhasthitah 
Rédha Krsnatanudharo vijayate Vrnddvanesa prabhu 
He who as prakrti and purusa (male and female principles) was being regarded as two, 
again appeared as Brahma, Visnu and Sankara, the trio. 


He, also in Nilagiri (Puri), was worshipped as wooden deities in four such idols as 
Jagannatha, Balabhadra, Subhadra. and Sudarasana. 


Also in later years, he was worshipped as Radha and Krsna in Vrndavana. 

G.C. Nayak, Adhyatmika Samyavada O Jagannatha Cetana Eka samiksa, Kondrka, Oriya. No. 32, p.91. 
28. Pahilaka rati pahareka ac¢hi 

Ghana ghana sankha phuruchi. 

Ratnapalanka tejina Jaganndtha. 

Simhdasane vije karucht . 

Kalia Kanhuku bege dekhijiva. 

Sukhare darsana miluchi. 

There is a prahara (unit to measure time) to ‘dawn’. 

The conch blows on and on. Jagannatha leaving the gem-studded cot, comes to the lion-throne. 

Let us go to the dark one (Jagannatha is also Krsna) because darsana is easily available. 

K.N. Mohapatra, Priacina Odia Sahityare Sri Jagannatha, Kondrka, Oriya, No. 32, p. 39. 

Kamala netri Kamala prdana ndyaka. 

Kaldpavatare lila kari aneka. 

Kale iksa mane heva kamsa antaka. 

Karivi usvasa mahivdra jeteka. 

Kautuke Volaiva Pasupdlaka 

The lotus-eyed, the lord of the heart of Kamala (Lakshmi). 

After enacting a number of deeds on black mountain. 

He wished that he were the enemy of Kamsa. 

He shall lessen the burden of the earth. He shall be born as the son of Nanda in disguise. 

He shall be known as a cowherd. 

Ibid. p.35. 


29. Ekadine ekante mandire Jaganndatha 
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Manimdaya palanka upare virdjita 
Veldjani Rukanini ramani Siromani 
Patipase ekala pravesa thakurdni 
One day Jagannatha was alone inside the temple, reclining on the gem and pearl studded cot. 
Aware of the time, Rukmini, the best among women, the goddess, went nearer to her husband. 
Dhekhago Radhdamadhava c¢dli 
Mani vimdna dase jhuli jhuli 
Bibidha vajana vira kahdali 
vijekale gopadande uchuli 
Sangate achanti panicha sagara 
Radhika Diiika Muralidhara 
Narendra saraku Karinamana 
Capa Khelanti Jagatamohana 
Vole Banamali Sripada dhydayi 
Candana Kunde pravesile jai 
Oh behold the gait of Riadhamadhava! 
The vimana (throne) studded with pearls comes swinging 
To the accompaniment of a number of drums and pipes. 
He appeared in the streets of Gopa with exuberance. 
In his company, are the five companions, Radha, Ditika and Krsna. 
With a desire to take a dip in the Narendra tank the adorable one of the Universe, frolics on the boat. 
Banamali says, after meditating on lotus feet, he entered into the sandal pond. 
Banamali Padydvali, Ed. Fakirmohan Das, Oriya, p.15. 
Jaya Jaganndatha he Yosoda Kumara 
Srimati Citta-Cataka nutana-Jaladhara 
Victory to Jaganndtha, the son of Yasoda / 
You are like new clouds to the anxious 
Like the bird Cataka mind of Radha. /bid.p.3. 
Dinanath Pathy, Traditional Paintings of Orissa, p.21. 
Jagannatha Dasa, Srimadbhagavata, Gopalila, Oriya. 
Dinakrsna Dasa, Artatrana Cautisa, Oriya, Catalouge No. OL69, Orissa State Museum. 
Mohana Sundara Dev Goswami, Mdanabhaiijana, Oriya. 
Purusottama Deva, Kdrnici kaveri kavya, Oriya. 
Sarala Dasa, Mahdbharata, Oriya. 
Balarama Dasa. Dandi Ramayana, Oriya. 
Eberhard Fischer and Dinanath Pathy, Orissa, Kunst und Kulture in Nordost Indien, pp. 327-336... 
J.P. Das. Puri Paintings, pp.141-143. 
Jagannatha Dasa, Srimadbhéagavata, Gopalild, Oriya, 
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Joanna Williams and J.P. Das Raghunatha Prusty, an Oriya Artist, Artibus Asiae, Vol. XLVIIM,1/2. pp. 131-159. 


J.P. Das Piri Paintings, p.129. 

Dinanath Pathy, Kancivijaya,Souvenir on Pdika Akhada Competition and Martial Tradition of Oriyas. p.2 
K.N. Mahapatra Sri Jayadeva and Gitagovinda, Oriya, p.12 

Ibid. 

Dinanath Pathy, "Painting", Jayadeva and Gitagovinda in the Traditions of Orissa, Ph. 
Ibid. 

B.K. Rath, "Sculpture", Jayadeva and Gitagovinda in the Tradition of Orissa,P.104. 
Sarala Dasa Mahabharata, Madhya Parva, Prathamakhanda, pp. 205-319. 

Ibid. Adiparva, pp .67-156. Sabhdparva, pp. 45-150. 

Ibid. Madirya Parva, pp. 37-50 

Dinanath Pathy, Traditional Painting of Orissa, p. Tl. 
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J.P. Das, Puri Paintings, pp. 132-134. 
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Rama throwing the Dundubhi asthi, VirancOinarayana temple, 
Bugud3, district of Ganjam. 
2 2. Sage Vasistha, Virancoinarayana temple, Buguda, district of Ganjam. 
3. Bharata with his retinue meets Rama on CoOitrakuta Parvata, 
VirancOinarayana temple, Buguda, district of Ganjam. 
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Hanuman, VirancOinarayana temple, Buguda, district of Ganjam. 


Aghasurabadha and Bakasurabadha, Coaitanya matha. 
Coikitigada, district of Ganjam. 


Mallayuddha, Coaitanya matha, Coikitigada. 
Lalita, patapainting on wooden board, Digapahandi, district of Ganjam. 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


be Mri i! nh 
SES CA 


Srikrsna, patapainting on wooden board, Digapahandi, 
district of Ganjam. 

9. Ratibandha, patapainting from a portfolio, Paralakhemandi. 

10. Krsna flanked by Radha and Lalita, painting on board, 
PAaralakhemandi. 

11. Ganjapa, Coikitigada, district of Ganjam. 
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12. A page from the sketch book of Devendra 
Mahapatra of Dharakote. 


. Osdakothi painting on bamboo mat, Digapahandi, 
district of Ganjam. 

. Mangala, Osdakorhi painting, Phanibandha, 
district of Ganjam. 


15. Ramayana paintings. Riédhakanta Matha, 
PAaralakhemandi. 


. Ragacoitra, Dakshina Gujjari and Savari, pat 
apainting, Athagada, district of Ganjam. 
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17. Mahdprabhu Jandna, 
Gajoddhdrana, palmleaf illus- 
tration, district of Ganjam. 

18. Mahdprabhu Jandana, 
Kamsanidhana, palmleaf illus- 
tration, district of Ganjam. 

19. Artatrdana coautisd, palmleaf 
illustrations, Mundamarei, dis- 
trict of Ganjam. 
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20. Lavanyavati, palmleaf illustrations, private collection, Zurich. 
21. Usdaharana, palmleaf illustrations, Orissa State Museum. 
22. Amarusataka, palmleaf illustration, Museum Rietberg, Zurich. 
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. Carved wooden door with avardra figures, 

Belagunthda, district of Ganjam. 

24. Dikpdla figures, wood carvings, Ramaswamy 
temple, Netanga, district of Ganjam. 

25. Wood carving, Krsnatlild scenes, 
VirancOinarayana temple, Buguda, district of 
Ganjam. 

26. Durga Madhava painting on wooden board, 
Purugottamapur, district of Ganjam. 

27. Marriage paintings, Jayapur town, district of 

27 Koraput. 
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. Pancoamukhi Hanuman, colour sketch on paper from 
Bhagabata Maharana collection, Bhubaneswar. 


29. Page from a Coitrakidra sketch book, Jayapur town. 
30. Saura painting, Taptapani area, district of Ganjam. 
31. Kondha Bronzes, Baliguda area, district of Phulbani. 


32. Hanuman, a page from a Coitrakara sketch book, 
Digapahandi district of Ganjam. 
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PANDARA 


<— 


MASAN! 


SUDRA 
01.MANIKESHVR! 16 THAKURAN! DEULA 
02. JAGANNATH DEULA 17 PAICHHA MATHA 
03 RADHAKANTA DEULA 18 VALAJI MATHA 
04.MADANAMOHANA DEULA 19 BADA MATHA 
05.ANNAPURNA DEULA 20 THAKURAN! DEULA 
06.PATITAPAVANA DEULA 21 HANUMANA DEULA 
07 DADHIVAMANA MANDIR 22. SIVA MANDIRA 


08. GOPALJ! MATHA 
09.CHAITANYA MATHA 
10. THAKURAN! DEULA 
11. GUNDICHA MANDAPA 
12.RAMJ! MANDIR 

13. NUA- MATHA 

14. GUNDICHA MANDIR 

15. NRUSINHA MANDIR 


33. Town map of Digapahandi. 
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01.Panidvara 07 Bagicha 13.8hitara Kavata 19.Agana 
02.Darbara 08. Poili Sahi 14.Ghodasala 20.Upavana 
03.Gola Kavata 09.Jaganatha Oeula 15.Kachiri ghara 21. Simha 
04.Chavacha 10.0eva Snana Mandapa 16.Dhana ghara 22 Simhadvara. 
05.Bagicha 11 Paika 17.Mandapa 

06.Pata agana 12.Manikeshvari 18 Ghata Paika 
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34. Ground plan of Digapahandi Palace. 
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. Nalighara 

. Dhanaghara 

. Manager Room 

. Hajur Room 

Billiard Room 

School 

Tamvu (tent)Ghara 

Rajanka Office Ghara 

9. Durbar Hall 

10.Duaribasa 

11 Kanaka Durga (Parvaghara) 
12.Kanaka Durga (Bataghara) 
13.Kanaka Durga (Pithaghara) 
14.Kanaka Durga (Homaghara) 
15.Kanaka Durga (Roshaghara) 
16.Kanaka Durga(Jagatmandapa) 
17.Nalighara 


wun wNa 


35. Ground plan of Dharakote Palace. 
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18.Revenue Office 
19.B8arabakharia Ghara 


*20.Handaghara 


21.Sunaribasa 

22.Gadighara 

23.Hanuman Mandira 
24.Poilisahi 
25.Vrindavanachandra Temple 
26.Jhulana Mandapa 

27 Jayamangala Mandapa 
28.Mahanta Mandapa 
29.Vrindavanachandra -Rasakrida 
30. Well 

31.Akhadaghara 
32.Khajaghara 

33.Raghunatha Temple 
34.Pangatghara 
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35. Raghunatha Roshaghara 
36.Vrindavanachandra Roshaghara 
37.Saraghara 
38.Sivavivaha Mandapa 

39. Siva Roshaghara 
40.Siva Temple 
41.Vratavedi 

42.Pata Agana 

43.Ghoda Sala 
44.Baghaghara 

45.Hati Sala 

46.Jagannatha Temple 
47.Fruit Orchard 

48. Well 

49.Jalighara 

50.Simhadvara 
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36. Town Map of Coikitigada. 
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THE MAP OF CHIKITIGADA 


1. Hadi Sahi 

2. Thakurani Temp!e 

3. Tentulia Bandha 

4. Mahadei Bandha 

5. Hadisahi Bandha 

6. Dandasighara 

7 Sundighara 

8. Kumbhara Sahi 

9. Baurighara 

10.Siva Temple 
11.Gudia Sahi 
12.Ovarasuni 
13.Balakumani Temple 
14.Samantaghara 
15.Raghunatha Temple 
16 Ohovaghara 
17.Pandara Sahi 
18.Bauri Sahi 
19.Chitrakara Sahi 
20.Chitrakara Ghara 
21.Brahmana Ghara 
22. Radhakanta Matha 
23 Balaji Matha 

24. Bada Danda 

25. Gundicha Mandapa 
26. Uasa bandha 

27. Budia Thakurani Temple 
28. Sri Sitalama Temple 
29. Bahuda colony 

30. Nua Bandha 

31. Jena Sahi 


. Karana Sahi 
. Achari Matha 
. Jambhesvara Temple 


Gauda Ghara 
Deo Ghara 


. Play Ground 
. Berhampur via Tamana 
. Berhampur via Ginsola 


Berhampur via Digapahandi 
Masani 


. Patra Matha 
. Karana Sahi 


Madanamohana Matha 
Karana Ghara 
Rathapada 

Jemadei Matha 


. Jagannatha Temple 


Ainabandha 


. Phulakasini Temple 


Narendra Singh Sahi 


. Saantaghara 


Narayana Matha 
Khudada Sahi 
Odia Sah: 


. Dhangada Sah 


Sahani Ghara 
Ramesvara Matha 
Khandia Sahi 
Raja Uasa 

Dhana Ghara 
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MAP OF DHARAKOTE TOWN 


1 Balikesvara Siva Temple 

2 Crematon ground (masant) 
3 Ground 

4. Hadi Sahi 

5 Siva Temple 
6. Kali Temple 

7 Nelia Bandha (pond) 

8. Darua Bandha 

. Kumbhara Sahi 

10.Nrusimha Sahi 

11.Muni Ghara 

12.Majhi Sahi 

13.Karana Ghara 

14.Barika Ghara 

15. Swain Sahi 

16 Bengei Bandha (pond) 

17 Balimahanti Bandha (pond) 

18 Thakurani Temple 

19.Gauda ghata 

20 Bauri Sahi 

21.Bauri Ghara 

22.Brajamohana Matha 
23.Chaitanya Matha 
24.Radhakanta Matha 
25.Anukula Radhamohana Matha 
26.Rajanka Nahara 

27. Jagannatha Temple 
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28.Panda Ghara 
29.Sunan Ghara 
30.Hanuman Temple 
31.Karana Ghara 
32.Chitrakara Ghara 
33.Mahisasuramardini Temple 
34.Pujan Ghara 
35.Badhei Ghara 

36 Mali Ghara 
37.Raghunatha Matha 

38 Adapa Ghara 

39.Bada Danda 

40.Hadi Sahi 

41. Pathana Sah 

42. Dhoba Bandha (pond) 
43. Bali Bandha (pond) 
44. Mahalingesvara Mandira 
45. Bedha Bandha 

46. Kuthari Temple 

47. Bhandan Ghara 

48. Gauda Ghara 

49. Harijana 

50. Kuthan Sahi 

51 Radhikadasa Matha 
52. Bada Matha 

53. Dari Sahi 

54. Mundamari pentha 
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38. General view of the Jagannatha temple, Dharakote from southside. 
39. Gopura, Jagannitha temple, Dharakote. 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


VUVHI vHSOu 


: 
a! 


HM KULIA DEUVLA 4 | 
= _ KULWA DEUVLA Te 
Lj — 


SOUTH 
NORTH 
¥ 
b”, 
N 
I ¬ | 
A\  CHAHANI bE ; 
A\ MANOAPA VASNANAMANDAPA |¥ 
| 5 GOPURA 
NOT TO SCALE east | E— 4 ! 
FE 
SMHA DWARA 


40. Ground Plan of Jagannatha temple, Dharakote. 
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41. Elevation of Jagannatha temple, from left vijebakhard, gamd, majhibakhard, gama and garudabakhard. 
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42. Elevation, of gopura (rear view) Jagannatha temple 
Dharakote. 

43. Garudabakhard, view from gopura side, Jagannatha 
temple Dharakote. 
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44. Paicohamatha, Digapahandi, district of Ganjam. 
45. Kalasd and the Dvdrasimha at the rightside main entrance 
(simhadvdra) to the Jagannatha temple. 


46. Dyarasimha at the entrance to the r4jd's palace at Dharakote. 
47. Dvdrasimha at the entrance to the rdjda’s palace at Dharakote. 
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48. Gopura, Balaji temple, Huma, district of Ganjam. 

49. Gopinatha temple, Nirmalajhara,Khallikote, 
district of Ganjam. 

50. Doorframes, south entrance gate, garudabakhard. 

Sl. Mrga-sdrdula motif on door frame. 


52. Alatadhdrini, tigure on the doors frame, 
southside, majhibakharda. 
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53. Details of Vrksha designs on southside door frame. 
54. Details of Vrksha motifs on southside door frame. 
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58. 
59. 


Brahma, as guardian figures on the 
left side of the main entrance to 
garudabakhard. 

Siva, as guardian figure on the right 
side of the main entrance to 
garudabakhard. 

Balabhadra, Subhadra and Jagannatha 
on ratnasimhasana inside vijebakhard, 
view from entrance. 


Guardian figure. 


Matsya avatdra, westbada, 
vijebakhard. 
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. Kacohapa avatara, westbada, 


vijebakharda. 
Vardha avatdra, nothbada, 
vijebakharda. 


. Narasimha avatrdra, northbada, 


vijebakhardaa. 


. Bali Vamana avatdra, 


southbada, vijebakhard. 
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Balardma avatdra, southbada, 
vijebakhard. 


. Rama avatdra, southbada, 


vijebakhard. 


. Parsurdma avatdra, southbada, 


vijebakhard. 


. Boudh, Bauda (Buddha) avatdra, 


westbada, vijebakhard. 


. Kalki avatdra, northbada 


vijebakhard. 
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69. 


70. 


7: 


72s 


73; 


Bakdasurabadha, Krsna, 
tearing open the beaks of 
crane demon Baka, 
majhibakhard. 

Sakatésura badha, Krsna 
killing the cart demon Sakat 
a southbada, majhibakhard. 
Vastraharana, southbada, 
vijebakhard. 

Vastraharana, northbada, 
gopura. 

Kubujd otfering flowers to 
Krsna, northbada, 
majhibakhard. 
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74. Krsna slapping Rdjaka and beh -eading him,northbada, majhibakhard. 
75. Kaliyadalana, southbada, garudabakhard, majhibakhara. 

76. Krsna and Yasoda, west bada, vijebakhard. 

77. Aghdsurabadha, southbada, vijebakhard. 
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78. 
19, 
80. 
81. 


Yasoda admonishing Krsna, southbada, majhibakhard. 

Mustika demon carrying Kr$-na on his shoulder, southbada, majhibakharda. 
Dadhimanthana, Yasoda churning curd, southbada, majhibakhard. 
Radhakrsna, eastbada, garudabakhard. 
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85. 


83. 


84. 


. Girigovardhana, Krsna lifting 


mount Govardhana, Gama link- 
ing majhibakhard with 
garudabakhard. 
Girigovardhana, Krsna lifting the 
mount Govardhana, northbada, 
bhanddarabakhard. 
Devaki delivering the child Krs 
na, southbada, majhibakhard. 
Vasudeva transporting the child 
Krsna, southbada, majhibakhard. 
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88. 
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Nanda with Yasod4 holding the child Krsna, southbada, majhibakhard. 


Yamalarjuna, Yasoda tying Rama an Krs$na to an Arjuna tree, Gama linking 
majhibakhard with garudabakhard. 


Rangasabhd, lower tier, Krsna and Bajarama at the entrance; upper tier, Kamsa 
with his courtiers;middle tier, kings and courtiers, west wall, vijebakhard. 
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Maithuna, westbada, 
vijebkhard. 


Maithuna, norhtbada, 
vijebakhard. 
91. Maithuna, vijebakhard. 
92. Maithuna, southbada, 
garudabakhard. 


93. Maithuna, northbada, 
garudabakhard. 
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94. 
95. 
96. 
97. 


98. 


Maithuna, southbada, majhibakhard. 
Maithuna, southbada, majhibakhard. 


Maithuna, west bada, vijebakhard. 
Maithuna, Naraviddla and Gajavidala 
murtis, southbada, majhibakhard. 
Vidala, Maithuna and Alasakanyd 
murtis, westbada, majihibakhard. 


102 


Ma 


"Lh 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


Pa 
nm 


LA 


103 


Darpana, northbada, vijebakhard. 


. Gajaviddla, southbada, vijebakhard. 
. Mithuna and Vidala murtis, west bada, 


majhibakharda. 


. Gajaviddla, southbida, vijebakhard. 
. Jagannitha and Vidala muriis, 


northbada, majhibakhard. 
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104. Maithuna and Viddla murtis, westbada, 
majhibakhard. 


105. Maithuna, northbada, garudabakhard. 
106. Maithuna, northbada, garudabakhard. 


107. Yasoda with Krsna and Balarama, 
southbada, vijebakharda. 
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108. Viddla, southbada, vijebakhard. 

109. Vidalia, westbagda, vijebakhard. 

110. Alatadhdrini, norhtbada, Bhanddrabhakhard. 
111. Indra, Southbada, vijebakhard. 
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ee + 7 112. Vayu, westside westbada, of 
pdrsvadevatd shrine, 
vijebakhard. 

113. Nairuta, westside, northbada 
of pdarsvadevatd shrine, 
vijebakhard. 

114. Aisanya, northside, northbada 
of pdrSsvadevatd shrine. 

115. Yama, southside, westbada of 
pdarsvadevatd shrine. 
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116. Indra, southside, westbada, pdrsvadevata shrine. 
117. Brahma, northside, parsvadevatd shrine. 
118. Krsna and Sudama, northbada, garudabakhard. 
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119. Hanuman, southbada, vijebakhard. 
120. Dhenukdsurabadh, Krsna killing the calf demon, Dhenukd, southbada, garudabakhard. 
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121. Schematic diagram of the ceiling of majhikandi, 
majhibakhard. 

122. Scehmatic diagram of the ceiling of majhikandi, 
majhibakhard. 
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123. Schematic diagram of the 
ceiling of a rectangular 
kandi, majhibakharda. 

124. Schematic diagram of the 
ceiling of a square kandi, 
majhibakhard. 

125. Schematic drawing of a 
square kandi, majhibakhard. 
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126. Schematic diagram of a rectangular 
kandi, majhibakhard. 


127. Pdtacodndud design, Bagakandi, 
majhibakhard. 


128. Pdracodndud design, majhikandi. 
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129. Pdsacodandud design, harinakandi, majhibakhard. 
130. Pdtacoandud design, majhibakhard. 


131. Iron beams and lotus medallion on bottom portion of the stone beam, majhibakharda. 
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132. Kdangura, latd and phula on Pdt 
acodnduda. 

133. Ghodakandi, majhibakhard, Krs$na 
in the guise of a goldsmith offering 
finger-ring to Radha, east wall. 

134. Ghodéakandi, majhibakhard, east 
wall, Krsna in the guise of a gold- 
smith (right) Radha enquiring the 
price of the finger-ring, Radha’s 
companion trying an anklet. 
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135. Ghodékandi, majhibakhard, south wall, Balarama riding a 
chariot and in another sequence changing the course of the 
river Yamuna. 

136. Godékandi, majhibakhard, Navakeli, Krsna rowing a boat 
and helping the gopis cross the river Yamuna, north wall. 

137. Ghoddkandi, majhibakhard, Balarama (not seen) with 
sakhis, west wall. 
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138. Ghoddkandi, majhibakhard, Navakeli, milkmaids waiting to board the boat, northwall. 
139. Ghoddakandi, majhibakhard, Balarama with a sakhi, west wall. 
140. Ghoddakandi, majhibakhard. 
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141. Gaikandi, majhibakhard, lower panel, 
Rasalila, south wall. 


142. Gaikandi, majhibakhard, upper panel, 
Gogostha, lower panel, street scene in 
Mathura (left) and krsna with gopis, 
north wall. 

143. Gdikandi, majhibakhard, Arjuna aiming 
his bow at Navagunjara and in the next 
sequence realising the form of Visnu 
prostrates, south wall. 
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144. Gaikandi, majhibakhard, upper panel, Gogostha, lower panel, Tmnasura carrying Balarama and Krsna, south wall. 
145. Orakandi, majhibakhard, Subhadra inside a pavilion, Rukmini and ddsi outside. 


146. Otakandi, majhibakhard, Subhadra and Arjuna in Krs$na’s palace in Dvaraka attended by servants. 
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147. Otakandi, majhibakhard, Arjuna and Subhadra. 
148. Ojakandi, majhibakhard, Subhadra (left), Arjuna in the chariot. 
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149. Otakandi, majhibakhard, Subbadra and 
Arjun inside the chariot. 

150. Otakandi, majhibakhard, Arjuna with 
courtiers at Dvaraka. 

151. Otakandi, majhibakhard, Krsna and 
Balarama leaming from their guru, 
Sandipani. 
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152. Otakandi, majhibakhard. 

153. Bagakandi, majhibakhard, 
details of Krsna and gopi 
panel. 

154. Bagakandi, majhibakhard, 
Visgnu killing the demon 
Madhu, West wall. 
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155. Bagakandi, majhibakhard, upper panel, 
cranes,,middle panel dancing Krsna and 
gopis, lower panel, Hiranya viddrana, 
Narsimha tearing open the bowl of 
demon Hiranyakasipu, east wall. 
156. Hamsakandi, majhibakhard, Laks 
minarayana inside a shrine, west walll. 
157. Hamsakandi, majhibakhard, lower 
panel, Jagannatha, Balabhadra and 
Subhadra; upper pannel Radha Krsna 
157 yugala, east wall. 
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158. Hamsakandi, majhibakhard, upper panel, swans; 
lower Radha and Krsna inside a kunja in two se- 
quences, west wall. 

159. Mdarikadakandi, majhibakhard, middle panel, monkey 
couple in erotic pose. 
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162. 


. Mdarikadakandi, majhibakhard, upper 


panel, padmalata, middle panel, monkey 
families, lower panel, samkirtanists with 
kadamva phula bordar. 
Médarikadakandi, majhibakhard, north wall, 
sambkirtanists, two cymball players and 
one khol players, on the right extreme, a 
samkritanist who has gone into trance is 
held by another. 
Marikadakandi, majhibakhard, north 
walll, samkirtanists, one is beating the 
khol and the other cymball, the three 
others singing the Lord’s name and 
dancing. 
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163. Mdarikadakandi, majhibakhard, samkirtanists (details). 
164. Majhibakhard, west wall, northside, Gandabhairava. 
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165. Hdtikandi, majhibakharda. 

166. Hatikandi, majhibakhard, a 
general view. 

167. Hdatikandi, majhibakhard, west 
wall, Rukminiharana, fight 
between Sisupaja, Rukmi on 
one side and Krsna, Bajarima 
on the other. 
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168. Hdatikandi, majhibakharda, west 
wall, Rukminiharana, flight 
between Sisupala, Jarasandha, 
Rukmi on one side and Krsna, 
Balarama on the other. On the 
extreme right Krsna is seen 
with Rukmini on the chariot. 


169. Harikandi, majhibakhard, 
eastwall, Krsna and Balarama 
approaching the palace of 
Kamsa for Rangasabhd. On the 
way a mali dresses them. They 
meet kubuja, a hunched 
woman. 


170. Héatrikandi, majhibakharda, 
eastwall,Krsna and Balarama 
on the streets of Mathura, Krs$ 
na asking the rajaka 
(washerman) to lend him 
clothes. 
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171. Héatikandi, majhibakhard, south wall, lower panel, Anantasayana, Laks$mi is seen 
massaging the feet of Visnu, Jagannatha temple. Upper panel, Kr$na is fighting out 
the wrestlers. In another sequence he is dragging down his maternal uncle by hair. 
Kamsa's palace is seen on the right extreme. 

172. Hatikandi, majhibakhard, north wall, Gajoddhdrana, Vignu on the back of Garuda 
flying down to rescue the elephant from the jaws of crocodile. 
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173. Hasikandi, majhibakhard, upper panel, Akrura’s chariot lower panel, Vaikuntha. 
174. Harinakandi, majhibakharG, east wall, Harihara, half Visnu and half Siva. 


175. Harinakandi, majhibakhard, north wall, Lakgminrsimha flanked by two pandas. 
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Jb . ¥ A ee qb ଏ " A ! 176. Harinakandi, majhibakhard, 
< mH = A 1 = ଏ eastwall, Indra praying Harihara 
SS NK 77 f. ) Nb: a, (Harihara is not seen in the picture). 
IT ® # 1177. Harinakandi, majhibakhard, west 
- wall, Godohana, Ya$oda milking the 
N cow and Krsna clining to his mother. 
The calf is tried to the forelegs of its 
mother. 


—— 
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178. Harinakandi, majhibakhard, south wall, Trivikrama. 

179. Harinakandi, majhibakhard, south wall, protion of 
Trivikrama painting, Vamana, receiving dakshind from the 
king Bali. 

180. Majhikandi, majhibakhard, north wall, Krsnalila scene. 


Upper panel, court scene. Lower panel Bakdsura (crane 
demon). 
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181. 


182. 


183. 


Majhikandi, majhibakhard, east wall, 
Krsnalila scene upper panel (from left) 
Vasudeva with the child, Kamsa in his 
apartment and in court, in two se- 
quences. Middle panel (from left) 
Brahmins in Gopa meeting Nanda, Krsna 
on the lap of Nanda. Krsna killing Sakt 
asura (cart demon) lower panel (from 
lett) Krsna and Balarama in a non- 
vegetarian picinc, inside the forest. 
Akrura meeting Krsna and Balarama 
inside the forest. 

Majhikandi, majhibakhard, north wall, 
Krsnalila scene, upper panel (from left) 
Kamsa dragging down Devaki by hair 
hearing his future prediction. The Gods 
and Brahmin are terrified by Kamsa. 
Vasudeva and Devaki inside the palace 
with the new born child. Middle panel 
(from left) Bakasura and Aghasura 
badha. 

Majhikandi, majhibakhard, south wall, 
Krsnalila scene Upper panel (from left) 
Ugrasena obstructing Vasudeva. 
Vasudeva returns after exchanging the 
child in Nanda’s apartment, Kamsa 
snatching the vijali kanya and hitting 
against a post. Middle panne! (from left) 
Krsna playing with clay, asking cheese 
from Yasoda. Lower panel (from left) 
Krsna tending cows in the forest. 
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184. AN majhibakhara, west wall, Krsnalila scene. Upper pane! (from left) mother earth, Brahma, Indra, Surabhi and 
er Gods praying Visnu in the milk ocean, Fairies (vidyadharis) dancing in the heaven. Middle panel (from left) people of 
bs ଡି rejoicing pa birth Krsna, Fairies are seen dancing. Sweets are being distributed. Drummer, piper making 

. Dancers are ing. Lower panel (from left) Krsna and Balarama trying berries. YaSsoda’s 2 
Balarama and gopalas taking the cattle into the forest. I ¥ ait ub ci i 


Wi eri se ୫ ଓ 4, northwall, upper panel (from left) Kamsa in court, Vasudeva and Devaki with a new born-View 
deuce be Pp Ss is being beaten. Middle panel (from left) Sakata, the cart demon carries Krsna and in the next 
IeSCHEr ne + Krsna with his teacher Sandipani, lower panel (from left) Krsna killing demon, Krsna saluting his 
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186. Crane panel, Bagakandi, majhibakhard. 
187. Swan panel, Hamsakandi, majhibakhard. 
188. Camel panel, Otakandi, majhibakhard. 4 
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189. Horse panel, Ghoddkandi, majhibakhard. 

190. Monkey panel, Mankadakandi, majhibakhard. 

191. Deer panel, Harinakandi, majhibakhard. 

116 Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 
192. Majhibakhard, west wall, southside. Sudesi and 
Indurekha inside the kunja. 


193. Majhibakhard, west wall southside. Sudesi and 
Indureka inside the kunja (details). 
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194. Lalita, one of the astasakhis. 
195. Coampakalata, one of the astasakhis holding mukhavasa. 


196. Majhibakhard, west wall, northside, A portion of the kuiija with a motif 
lion of with a motif of lion holding holding a flag, Gajasimha and 
Tinigodiasimha. 

197. Majhibakhard, a view of the kunja, west wall, northside. 
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198. Majhibakharda, west wall, northside, lion with flag and Gajasimha motif. 
199. Majhibakhard, west wall, northside, sun and the peacock motif. 
200. Majhibakhard,west wall,southside. Alasakanyd and Olatasud on the pilar of the kunja. 
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201. Majhibakhard, west wall, northside, 
Rahu. 


202. Gama, west wall, Sani, Coandra 
and Mangala. 


203. Gamd4, west wall, Buddha, Guru and 
Sukra. 
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204. Gama, south wall, Aisanya, Kuvera and Varuna. 206 
205. Gama, south wall, Ananta and Brahma. 


206. Gama, south wall, Aisanaya, on bull (details). 


207. Gama, south wall, Nairuta and 
Varuna. 
208. Gama, north wall, Agni and Yama. 


209. Gama, north wall, Ramapattabhis 
eka. 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


210 211 


210. Gama, north wall, Matsya avatdra. 
211. Gama, north wall, Varaha avatdra. 
212. Gamd, north wall. Narasimha avatdra. 


213. Gama, north wall. Vamana avatdara. 
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214. Gama, south wall, Kalki and Buddha avatdras. 
215. A flowering tree with squirrels. 


216. Devasndna 1989, Raja Ananta Narayana Singh Deo sprinkling sandal water on the floor after c6herdpahara at Devasndana 
Mandapa, Dharakote. 
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217. Hdtivesa on Devasndna Purnimd, 1989. 
218. Anasarapati of Balabhadra. 
219. Anasarapati of Jagannatha. 


220. Netrotsava, 1989, Coitrakdra Yogindra Mahapatra 
paintings the eyeball of Dadhivamana image in the 
Jagannatha temple. 
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221. Netrotsava, 1989, Coitrakara Yogindra 
Mahapatra painting the eyeball on the 
Jagannatha image in the Jagannatha 
temple, Rama Prasada Panda (bearded) 
stands near the image of Balabhadra. 

222. Coitrakara Yogindra Mahapatra doing 
Srimukhasingara of Jagannatha on the 
chariot, car festival, 1989. 

223. The deities are being dressed up for 
pahandi in the anasaraghara. 
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224. 


225. 


226. 


227. 
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Pahandi procession, Sudarsana and Subhadra are being taken out of the 
temple for the car festival, 1989. 
Pahandi, procession, Balabhadra is being taken out of the temple for the 
return car festival, 1989. 
Pahandi, procession, the three deities are being taken out of the temple for 
the return car festival, 1989. 


Raja Ananta Narayana Singh Deb of Dharakote on the chariot on the 
occasion of return car festival, 1989. 
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228. Raja Ananta Narayana Singh Deb of 
Dharakote on the témzan. 


229. Raja Ananta Narayana Singh Deo of 
Dharakote in royal costumes coming out of 
his palace. The Cohamukarana is holding 
his left palm, a servant in holding the royal 
umbrella over his head, return car festival, 
1989. 

230. Getting ready for the royal procession (left) 
trdsa with moon motif, (right) frdsa with 
sun motif, return car festival, 1989. 
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232. 


233. 


234. 


Kishore Cdhandra Dasa, age 
40, caste Brahmin, 
Badaddnda Street, Purohita 
Sevd. He is responsible for the 
temple rituals. 


Trinath Kuanra. age 58, son of 
Raghunitha, Kuanra, caste 
Karana, Kothdri street. He 
shoots flotvers with his bow 
and arrow at the deities in the 
carfestival. 


Prafulla Udgata, age 17, caste 
Brahmin, Badaddanda street, 
Dharakote, sells prasdda in 
the car festival. 

Satrughna Sahu, age 53, caste 
Baladid teli, Badadanda 
street. He is the chief man- 
ager (padiadhikdri) of this 
king. 
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236. 


237. 


Nityananda Mahapatra, age 60, son 
of Sankha Mahapatra, caste 
Coitrakara, Baduddnda street, 
Dharakote. He used to do coitrakara 
seva in the temple. 


Sahadeva Gauda, age 40, caste 
Gauda (milkman), village Talapatha, 
tahalia of the temple. He holds 
cohatri (umbrella) during the festi- 
val. 

Basanti Mahapatra, age 70, caste 
coitrakara, migrated from 
Digapahandi, lives in Badaddanda 
street. She makes cowdung toys and 
sells near the temple during festival. 
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238. Lokanath Buxi Patnaik, age 82, retired gumsdistd (clerk) of the king, caste Karana, Badaddnda street, Dharakote. He used 
to keep the records of the royal house. 

239. Jogindra Mahipatra, age 63, son of Sankha Mahapatra, caste coitrakdra, Badaddnda Street. He is doing coitrakdra Seva in 
the temple. 


240. Laksmana Bebarta, age 27. caste Daitdpati, village Nadighora. He carries the deities in the procession during the car | 
festival. Behind him is Naba Sahu, age 53, caste Daitdpati, village Nandighora. He also carries the dieties in the procession. 
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241. 


242. 


243. 


244. 


Tikiri Cdandra Patra, age 65, caste Dari (guni}. She was 
singing the Gitagovinda in the temple. 

Rama Co6andra Patra, age 65, son of Somanatha Jena, caste 
Kalinji, village Coancoadapalli. He carries mace (mudgara) 
in the royal procession. 

Udaya Patri waves codmara in the royal procession as well as 
in the car festival. 


Pahandi procession of the deities in the return car festival, 
1989. 
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Tdahid, a head decoration for the deities while 
they are out in the procession for the car 
festival. 

Logs for the chariot on the Badaddnda, car 
festival, 1989. 

Construction of chariot in progress for the 
Dharakote car festival, 1989. 

Construction of chariot in progress for the 
Dharakote car testival, 1989. 

Construction of chariot in progress for the 
Dharakote car festival, 1989. 
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250. Mural from Vrndabanacdandra temple, Dharakote palace complex. 
251. Mural from Vrndabanacdandra temple, Dharakote palace complex. 
252. Mural from Vrndabanacdandra temple, Dharakote palace complex. 
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CHAPTER FOUR 
TECHNIQUES AND MATERIALS 


The wall paintings of Jagannatha temple at Dharakote are quite significant. Compared to the wall 
paintings at Virancinarayana temple, Buguda and elsewhere, their condition is somewhat better. As 
mentioned earlier, South Orissa has the majority of temples and mathas with wall paintings, and the 
most significant ones from the view point of antiquity and historicity are found in the district of Ganjam. 
As far as the techniques are concerned, Dharakote can be grouped with other temples such as 
Viraficinarayana, Srikurmam, Karnicilimatha, Caitanyamatha and Radhakantamatha. The Srikalika temple 
murals have been painted according to a different technique. One must examine the technique of ground 
preparation, and colour of the above groups of temples including Dharakote. This discussion does not 
include techniques of temple architecture or carving of sculptures, because there is nothing significant 
to contribute to the already existing knowledge. 


As discussed earlier, the gama and the majhibakhara of the Jagannatha temple of Dharakote 
are built of bricks. At places, chunks of plaster have been chipped off from the inside walls. and from 
those exposed portions, one can see two layers of plaster. The first layer has been applied to make 
the walls even, and the second one to make it smooth and suitable for painting. The first layer is a 
mixture of lime and sand and comparatively rough, while the second layer is of finer substance. On 
a closer scrutiny, a third layer is also noticed, having been applied over the second one. This is a 
very thin layer and it has been compared to the outer skin of an onion in the language of citrakdras. 
Plaster preparation involves many processes. The lime plaster or ¢cuna is obtained by burning conch, 
mother of pearl or shell. This powder is then soaked in water, and threshed in stonepits to make a 
paste. To this paste is added molasses, small peas (muga), stale curd and the juice of bel fruit. which 
have been well beaten together until they are as soft as butter. This entire mixture is left to stand for 
more than a fortnight in the stone pit, until it becomes completely stale. It is applied over the stone 
wall or brick wall twice, or thrice, and levelled with a wooden spatula (trowel). After this, the surface 
is brushed with cold water using the trunk brush. It is then polished with a round stone called garada 
before it is dried. 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


There is another mixture which is obtained by mixing the gum of green grain (viri), ¢cuna, 
pieces of jute (chanagunda). vdvulaatha and molasses. We have watched this process being worked 
out in a temple in the village Phulata near Berhampur town in the district of Ganjam. This mixture 
is first crushed in the wooden oil threshing machine called ghana, and rubbed on the Si/a (flat grinding 
stone). This plaster is known as kharadactina.? 


The elaborate process of making the floor level in Orissa is by mixing dahi¢una (lime), guda 
(molasses) and coconut oil and allowing it to stand for six to seven days. Called ambathid, it is applied 
when it is not too liquid or too dry. This plaster is known as dahiciina.“ 


There are references to the ground making process in the Gopibhasd.’ an Oriya poem of the 
eighteenth century, where lime base has been mentioned. The simple process now practised in Orissa 
is to put a coat of lime wash before the actual painting is done. 


Yet another type of wall plastering is seen in the paintings of the Srikalika temple at Jayapur. 
Here, in order to smoothen the rough wall surface, a layer of plaster is first used as the first base. 
This is prepared by mixing clay, cowdung and glue from tamarind seeds. A piece of thin cloth is pasted 
over this plaster base to bind the surface.° A coat of thin lime is then washed over the base before 
starting the painting. 


This ground preparation technique was also used in the pata paintings of the last century. The 
citrakaras used to mix pounding clay with gum over the cloth in order to prepare the ground. We 
have collected a few pata paintings on wooden boards from the Digapahandi and Cikiti area. On 
analysing the ground making process in these patas, we have noticed a layer of cowdung and sawdust 
coating mixed with tamarind glue spread over the wooden boards. Thin layers of cloth have been affixed 
over this cowdung coating for firm binding on the board. Old Bengali patas were also prepared 
according to similar techniques. A cloth, selected for its even texture and smooth finish, was coated 
with a thin layer of plastic clay, which had been carefully pounded and usually mixed with cowdung, 
before being beaten to a thin paste. When completely dry, the surface was rubbed until it was smooth. 
Then it was ready for painting.’ The information given by T.N. Mukherji in his article, “The Art 
Industries of Bengal”, is relevant here. In connection with the Puri paintings, he observes that the 


ground is made not of paper, but of cloth, to which a plaster of cowdung is first applied for the required 
stiffness®. 


Gharakariva 


Wall paintings are made, preferably, on white walls. The citrakara makes an assessment of the wall 
space available for painting and suggests suitable compositions. The outer border lines are drawn with 
the help of a thread which is straightened on the wall after it is repeatedly beaten to form a straight 
line. The cirrakara may use an assistant to hold the thread. He also uses a long scale called gaja (the 
old unit of measurement, a little less than a metre). After drawing the border line, the whole wall 


expanse for painting comes into the vision of the artist for his concentration. 
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Tippana 

This is the first drawing or the preliminary sketch made in light red ochre, or even yellow, by the 
master ¢itrakara or the head of the group. The gitrakara follows the sketchbook (rippakhara) while 
making these drawings, and this is why no corrections are necessary. 


Different forms are created for the different compositions. These may be square. rectangular 
or round ones generally known as mandalas. There are no mandalas in the Dharakote paintings. These 
are mostly in horizontal bands. The description on the structural formats of the compositions according 
to the Gopibhasda are interesting.’ Narada elaborates the structural as well as figurative principles for 
wall paintings. 


Banaka 


After the preliminary drawings are complete, the colours are filled in. The first colour is yellow 
(haritala banaka), followed by yellow ochre, red (vermilion), blue or indigo, terre-verde green and 
black. Dharakote paintings do not use the colour green and the use of indigo is minimal. It is important 
to observe that when the painter starts filling in the colours, he covers different areas requiring a 
particular colour, and then proceeds with the other colours. 


Rangalekha 


The next stage deals with ornamentation, and detailing, such as painting motifs on costumes, ornaments, 
leaves and flowers on the trees, etc. For doing this, the artist uses two or three different sized brushes 
at a time, shifting from one area to the other, over the surface of the painting. Backgrounds are painted 
at the end. In Dharakote, many backgrounds have not been filled in. 


Motakala 
‘Black’, in thick lines, is applied to the portion of hair, on sari borders, and other areas, wherever 
necessary. 


Sarukala 


Fine black lining or the finishing touches are done thereafter. Fine border lines are drawn to each 
of the delineated forms in the painting. The expertise of the artist can be judged from these lines. 
A master gitrakara .can draw this line with a single stroke. All corrections, additions, and changes 
are done at this stage, omitting the eyeballs. | 


Akhiphuteiva 


Painting of the eyeballs is accompanied by a special ritual. This can be compared to the netrotsava 
ceremony of Jagannatha, Balabhadra and Subhadra. The citrakara is given a pair of dhoris along with 
a safigd. Before painting the eyeballs, the chitrakdara bathes, wears a new dhotf and then paints the 
eyeballs of the figures called akhiphuteiva. 
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Colours 

As far as colours are concerned, the Jagannatha paintings at Dharakote display traditional shades. The 
traditional palette consists of primary colours, such as yellow, vermilion, blue, black and white. The 
modern concept of primary colours is three, viz. red, yellow and blue, but in India, white and black 
have always-been included in the primary list.’ At Dharakote, white is not used as an extra colour, 
the white wall has been left as it is, without application of colour. Besides, red ochre has been used 
liberally. This is used in place of red. There is no use of green or grey, which were introduced much 
later in Orissan painting. The yellows have faded and the painters have left unpainted areas. As a result. 
the paintings look antique. 


The citrakaras used to paint with mineral and vegetable colours. Indigo, a vegetable extract, 
was also liberally used in paintings. These days, citrakaras use chemical colours and artificial pigments." 


Yellow: Haritala or orpiment, has been included as the source material for yellow, by 
Manasollasa'® and Visnudharimottara.'® Orpiment is a sulphate of arsenic, found in nature. as stone. This 
stone is ground into fine powder, and then made into a thick paste by adding a little water and mixing 
it with mortar and pestle. Glue is then added to the thick paste, and made into small tablets and dried. 
Haritdla 1s available in small tablets. The citrakaras use them by adding kaithaatha (gum obtained from 
elephant apple). This reveals a light, vivid yellow colour, which may sometimes be pure yellow, but 
more often, it is inclined to being orange. 


Red: Visnudharmottara is the only text which mentions hingula (crude cinnabar) as the source 
of red. This is available in powder form in the market and is used in painting after adding glue. 


Red ochre: (gairika or geru) is also used in place of vermilion red in most cases. This colour 
has been referred to in the Manasollasa and the Silparatna. The Silparatna'’ enjoins that red clay or 
gairika, is pulverised on stone for one full day, and thereafter, the colour is obtained after washing 
it in plain water. Geru or dhau is available in the form of small tablets, as well as in powder form. 
As mentioned earlier, although the citrakaras have a tendency to paint the backgrounds of the paintings 


both on wall and on pata with red or red ochre, backgrounds in the Dharakote paintings have been 
left plain white in most cases. 


Black: In old Sanskrit texts, ‘lamp black’ as it is called, is the source of black pigment. The 
colour black is obtained from an oil wick lamp, over which a brass plate filled with water has been 
placed or, an earthen pot could be the covering. The soot collects on the base of the plate, or gets 
stuck inside the pot. Then glue is added to it, and it is used. 


Blue: Two sources of blue, one organic and the other inorganic, are mentioned in ancient and 
medieval texts on painting. The Visnudharmottara refers to nila, viz., indigo and Rdjavarta (lapis lazuli) 
as two substances from which the blue pigment is obtained. Blue is also obtained from indigo which 
is sold in tablet form. This is pulverised by adding a few drops of water. 
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Binding media, Silparatna’® mentions the exudations of kapittha (elephant apple) and neem 
(margosa). A gum resin is prepared from the exudation of kapittha. Different propositions of gum 
are applied to different pigments. 


Our information about the techniques of the ground preparation, colours. etc. have been 
obtained from the citrakdras of South Orissa. 


REFERENCES 
1. Dinanath Pathy, Traditional Paintingd of Orissa, P. 19. 
2. fbid. 
3. Ibid. 
4. tbid. 
5. Sunina Nanda bege caligala 


Rupdkaranku nei dekhaila 

Voile erupa kara likhana 

Pathara kantha ¢una bada puna 

Hearing, Nanda went fast 

Showed to the riipakdaras 

Told them to paint the pictures 

On the lime base over the stone wall. 
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Darubrahmarupa ehi thavaku 

Age mandala akara se kale 
caripdse devagana lekhile 

Mandire Nilamadhava Srihari 
Sudarsana ¢cakra rtipa lihile 

Age Sadasiva pachare Brahma 
Samaste achanti mandala sima 
Narda asked the ripakdras to paint 
The wooden God (Jagannatha) there. 
First the citrakaras drew a mandala 
And painted the deities around it. 
Inside the temple (house) they painted Nilamnadhava 


Srihari and Ananta, the white skinned deity. 
139 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


In the middle, was painted the Gods. 

Also painted was the form of 

Sudarsana Cakra with 

Sadasiva in the front, and Brahma at the 

back, all these within the limits of a border. 

Gopibhdsd, Praci edition, Ed., A.B. Mohanty, dvatrimsda chanda, p.141. 


10. Visnudaramottara Purcdna, Part 111, verses 8 and 27. 
11. Mdnasolldsa, Part II, verse, 157. P. 61. 
12. Dinanath Pathy, Traditional Paintings of Orissa, p. 76. 
13. Visnudharmortara, Part Il, verses, 26 and 40. 
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CHAPTER FIVE 


STYLISTIC APPRAISAL 


Depending on the available material in the areas of painting and sculpture, the art of Orissa is divided 
into three regional styles. These are the Puri style, Ganjam style (South Orissa) and the Sonepur style.! 
This grouping has been done by D.P. Patnaik while analysing the Orissan paintings.” J.P. Das does 
not accept sub-styles within the broad Orissan style, because he believes that the available materials 
in the areas of painting are so few both in quantity and variety, that it is difficult to divide them into 
substyles.? Eberhard Fischer lays great emphasis on local styles. He says that to a discerning eye, 
stylistic peculiarities in a work of art are instantly visible.* Thomas Donaldson, while discussing the 
earlier Orissan temples, has insisted on different workshop participations.’ Even within one temple, 
he points out several stylistic variations. These variations are natural when groups of sculptors work 
under different master carvers on a temple site. While it is not possible to discern stylistic variations 
in architectural settings on a single temple, the variations in sculptural renderings are. pronaunced. 


Creative works of two different painters or sculptors differ. This difference occurs even when 
the theme, composition, and colour scheme are the same and both artists belong to the same place 
and time. This is to say that works of art vary from individual to individual. This could be termed 
as individuality or individual image which is the hallmark of professionalism in creative art.° This 
individualism help art stand out from the rest of its kind. Individualism did not always mean personal 
identification but the identification of the family guild or workshop group. This gave rise to styles. 
Styles tend to be exclusive and restricted.’ 


While analysing the works of art of several groups, their period and provenance do influence 
us. We are also compelled to consider the tradition within which these have been inspired. This traces 
the development of art in history, and can be called the evolution of artistic style in sculpture. 


But the evolution of style or styles is not an isolated phenomenon. It develops within a cultural 
set up and tradition. Therefore, it develops a character. This feature is identified with groups (as 
indicated earlier), places of occurrences, and time sequences. While discussing the art style of the 
Jagannatha temple of Dharakote, we have to note that it belongs to the late nineteenth or early twentieth 
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century cultural phenomenon. Therefore, any consideration given to early and medieval works of art 
do not apply here. We are faced with certain limitations for a comprehensive analysis of art styles 
of the early and medieval phases. But for this present analysis, we have enough information and research 
material. 


In Orissa, the earliest palm leaf paintings date back to the seventeenth century.’ The mural 
paintings came much later, the earliest ones can be dated to the nineteenth century at the Virancinarayana 
temple, Buguda.*’ While it may be possible to discuss the whole ranges of sculptures starting from 
the first and the second century A.D. to the present day for a stylistic analysis, it is completely irrelevant 
to think of such a proposition in case of paintings. Therefore, our stylistic analysis both in case of 
sculptures and paintings are broadly confined to a period ranging from the seventeenth to the present 
century. 


Although the mediums are different, the sculptures and paintings are the work of the same 
citrakara or mahdarana group.” No doubt, there are differences in expression which is natural, the 
basic style is the same for both the sculptures and paintings. For our stylistic analysis, we have used 
the visual material as one property while being aware of the peculiarities with regard to expression. 
To be fair and safe, we arrived at our initial conclusions by depending on the paintings. Later, these 
findings have of course been substantiated with further analysis of sculptural material. 


We are inclined to accept three regional styles or sub-styles within the broad Orissan style. 
— These are the eastern, western and southern. Within the eastern style are included Puri, Ranapur, 
Nayagarh and Cuttack, Puri being the centre. Similarly, within the western style there is a wider 
territory comprising Sonepur, Bargarh, Baripada, with Sonepur as the centre. And within the southern 
style are included Buguda, Dharakote, Digapahanidi, Cikiti, Paralakhemandi and Jayapur, Cikiti being 
the centre. The temples of Srikurmam, Kaniili and Meliaput belonging to the Srikakulam district of 
Andhra Pradesh also form a part of the southern style. 


Eastern style or the Puri style is more prolific, but baroque with less dynamism. The baroque 
tendency with too much decorative pattern is even noticed in the Sun temple at Konaraka, as early 
as the fifteenth century. The four popular paintings" such as “Gopis in Arbour” and “Milkmaids in 
the Groves of Vrndavana,” “Embassy” and the “Cavalry” collected by D.P. Ghosh for the Ashutosh 


Museum from this region (Ranpur and Nayagarh) have vigorous forms but are full of baroque 
techniques. 


Puri, for ages. has remained an important place for pilgrimage. To receive the darsana of the 
Lord Jagannatha, innumerable devotees used to visit the town throughout the year and used to buy 
yatri paris (pilgrim paintings) from the Citrakdras. Because of Government patronage, the demand for 
more production of pata paintings has increased. The Citrakara painted patas without any regard to 
quality. To cater to the taste of modern tourists and government officials, the paintings tended to become 
more ornamental and less vigorous. Now, the Puri style is identified as a touristic style, delineated 
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with bright colours and burdened with superfluous ornamentation. Stylistic degeneration could also 
be noticed in the freshly painted stucco works and murals inside the Jagannatha temple complex at 
Puri." Since the Jagannatha temple is considered an important institution of Orissan culture, the style 
of paintings adopted for murals is taken on an exemplary stride. 


The Puri and Cuttack areas passed into the hands of the Mughals in the seventeenth and 
eighteenth century and was brought under the British administration in the nineteenth century.’ The 
Mughals inspired the local artists to imitate inferior copies of Mughal paintings. Similarly, a hybrid 
(Company) style evolved at Cuttack as a result of the British contact. These phenomena have direct 
influences on the art styles of the area. 


As discussed earlier, South Orissa along with the present Srikakulam district of Andhra Pradesh 
was in the Madras Presidency for a long time, till 1936. It is natural that the style has visible traces 
of Andhra idioms. The South Orissan style is bold, but less ornamental. The forms are voluminous 
and undiluted. Graceful! in style, it has retained its freshness of approach and is not influenced by 
modern tastes. Its best example is in the wall paintings of Virancinarayana temple at Buguda. This 
area has remained away from the direct influences of modern administration. There is no tourist traffic 
in this region. The painters and sculptors only cater to the needs of local customers. However, a large 
number of murals and pata paintings have survived from this area and establish the merit of the South 
Orissan style. 


The West Orissan style derives its inspiration from folk symbols and elements. The forms are 
angular and aim at minuteness. There is little painting material from this area. The best examples are 
the terracotta toys from Barpalli, painted wooden toys from Bargarh, textile designs from Sambalpur 
and the Ramayana Ganjapad cards from Sonepur. Of course, we have temple sculptures that go with 
these materials. Wall paintings from this area are quite rare and the modern ones in a few temples 
are ugly and do not deserve consideration for a stylistic analysis. This area has also remained away 
from the distinct influences of modern administration. Although the number of Jagannatha temples is 
quite considerable,!* the tourist and pilgrim movement is negligible in Western Orissa. The western 
style gives a feeling of naiveness with folk and tribal elements in it. It has a narrowing tendency by 
projecting elongated forms." 


In the light of the South Orissan style, let us consider the visual materials of the Jagannatha 
temple at Dharakote. For a broader comprehension of Dharakote material, our discussion may take 
into account the aspects of composition, perspective, landscape, human figures, costumes and ornaments, 
line and colour. 


Composition 


Both in painting and sculpture, the figures are composed as words in a verse. In a painting, the 
composition of figures are done within a two-dimensional format. Generally the area in a painting or 
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sculpture is divided between the ground and the sky, the later placed above the former. All the figures 
and objects are placed or composed in these two divisions depending on the requirements of the theme. 
In a sculpture, the ground and the sky are conceived on the vertical axis, but actually materialise on 
the stone in two layers, one below the other. The theme is culled from the stone, and the depressed 
layer is treated as the sky or the background. In Dharakote, there are no large stone panels with 
compositions. Most of the sculptural panels are rectangular stone slabs placed vertically on the wall. 
The slabs contain mostly solitary figures, where the background is simple. These single figure 
sculptural slabs are alasakanyds, musicians, guardian figures like Jaya, Vijaya, Krsna, Balarama, ris 
is, priests and a few avatdra and dikpala figures, etc. 


In the stone slabs where there are two or more than two figures, we find a kind of story board. 
These slabs are: Vastraharana, Kaliyadalana, Bakasuravadha,Dhenukasuravadha, Kubalayavadha, 
birth of Krsna, Nanda-YaSsoda, Krsna Sudama, Radhakrsna yugala, Kamsa’s Rangasabha, mithuna 
figures, vidala figures, etc. In all these sculptural panels, the features are so arranged in a composition, 
that the attention of the viewer is first drawn to the main figure. For example, in the Vastraharana 
panel. the attention of the viewer is first drawn to the figure of Krsna on the tree inspite of the large 
area covered by the gopis (figs. 71, 72). This is achieved by placing the important figure at the apex 
of the imaginary triangle on the foreground. The important activities of the composition are concentrated 
within this triangle. 


Alice Boner, while studying the principles of composition in Hindu sculptures first points out 
the centre of each composition, which she describes as madhyavindu.'° Any arrangement, whether it 
is a single sculpture or a group of sculptures, conforms to this principle. The principle of centrality 
is somewhat like Alice Boner’s madhyavindu principle." This principle strikes chords with the inner 
spirit of Hindu sculptures, and is applicable to the majority of sculptural panels in the Jagannatha temple 
at Dharakote. 


Another method of compositional arrangement is attained by dividing the space into horizontal 
bands. In the rangasabha slab (fig. 88), the area is divided into three panels. Kamsa and his courtiers 
are placed in the top panel, where as Krsna and Balarama are seen approaching the congregation 
in the bottom panel. In this type of arrangement, the sculptor tries to lay emphasis on both events, 
at the top as well at the lower panels. However, this is the only example in this temple. 


In certain compositions, the main area of activity is not placed on the tip at the apex of the 
imaginary triangle, but at the bottom, i..e. either on the right or the left corner, along with the diagonal 
axis. cutting the rectangular space into two. The viewer’s attention is made to slide up and down, 
along the diagonal axis, focussing on the important event and characters. In the birth of Krsna and 
Dadhimanthana compositions (figs. 80, 84), the viewer sees a canvas of activity; Vasudeva, and Devaki, 


as well as baby Krsna and Yasoda, then Krsna again as well as the pot of curd, along the diagonal 
axis respectively. 


The designing of sculptures on the later temple facades is different from the earlier temple. 
In the earlier temple, the entire facade of stone is treated as a total unit. Both the sculptures and the 
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walls are of the same stone material, with the exception of parsvadevatds which are carved in chlorite 
stones. But in the later temples, as in the case of Dharakote, both the majhibakhara, the garudabakhard 
and the gopura are built of bricks with lime plaster. The sculptures in these three temples are of 
sandstone, and therefore do not look coherent with the total atmosphere. The case of vijebakhara which 
is entirely of stone, is different. 


But the designing of mural paintings inside the majhibakhard blends well with the architecture 
in totality. The compositional arrangement in the wall painting is basically horizontal in character (fig. 
182, 183, 184). The spectator's gaze moves sidewards, viewing the painting with the majority of the 
figural compositons drawn on the foreground. Of course, the horizontal character is unavoidable owing 
to architectural directions inside the kandis, where there is hardly any space for vertical formats (fig. 
131). But this horizontality is also an important feature of sculptural compositions’? in earlier temples, 
where the wall space is intentionally divided into horizontal bands, although on the temple walls, there 
is no restriction of width for vertical formats. 


The horizontal divisions of the temple walls have been influenced by the palm leaf painting 
traditions in Orissan art. This applies not only in Dharakote, but in most of the temple murals in Orissa; 
in the Viranicinarayana temple, Srikurmam temple, Karicili Jagannatha temple, Meliaput Radhakrsna 
temple and several other temples, where the horizontal bands have been created within vertical frames. 


When the intention was to tell a story, sequence by sequence, the method has been to divide 
the space horizontally, and to place the figures in each division. Such compositions are to be viewed 
from the left, starting from the bottom. But in large compositions where several sequences have been 
shown on a horizontal format, there is no absolute rule, and the main figure could be repeated several 
times in a compositon. This should not be taken as a confusion in arrangements.’’ These are to be 
regarded as sequential compositions within a given format. 


Leaving the astasakhi paintings within the kunijas on the west wall and the paintings of 
dasavatdara and Ramapattabhiseka in the gama portion, the rest of the paintings in the nine Kandis 
are in horizontal order (figs. 181, 182, 183, 184, 185). The horizontal bands are spread across four 
walls inside the kandis. Each kandi tells a different story. 


The arrangement of figures has an interesting aspect, for example, the difference in height 
between the male and female figures. In the Ramapattdabhiseka (fig. 209) and Laksminarasimha 
(fig.175) paintings, the size of the Sita and Laksmi figures are small compared to their male 
counterparts. This type of figural composition is not peculiar to painting alone. It is also reflected in 
Orissan sculptures. The visual balance is achieved by placing the figures and other objects suitably 
inside the imaginary triangle, or on either side, or even above it. Balance is also maintained by liberally 
distributing the figures and other objects in the two divisions, i.e. ground and the sky. 


Balance 


Balance is a finer element in painting and is an important consideration for its visual and aesthetic 
appeal. The easiest way to obtain balance in a painting is by making symmetrical arrangements as 
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is the case with Hiranvavidarana (fig.155), Madhusidana (fig. 154) paintings and astasakhi paintings 
figs. 192. 193. 194, 195). Except in floral and decorative designs, symmetry is not practised to its 
full potential in pictorial compositions. Colour also helps in balancing a composition. In Orissan 
painting. the figural arrangements are so well planned that colour balance is not needed. 


The concept of blank space is not appreciated in Orissan painting. In the Gajoddharna (fig. 
172) Rukminibibha (fig. 167), Hiranyavidarana (fig. 155). Laksminarasinmha (fig. 175) and other 
paintings. even the background space (sky portion) is not left blank but filled in with birds. arrows. 
weapons. decorative motives of flowers, buds, etc. The motifs are decided on the basis of the theme 
of the painting. The costumes and the walls of the houses are also painted with ornamentations. 


Half-figures are never shown in a composition. The figures are always shown in totality from 
head to toe, except when they are hidden form the view by pillars or trees. Similarly. complete rear 
views of the figures are rarely shown in a composition. The figures are So arranged as if they are 
to be presented to an audience. There are certain exceptions like the Gunthana sculptures on temples 
pointed out in Silpa Prakasa. 


Perspective 

In Orissan painting. the perspective is strictly profile.’° In the majority of cases. human figures, animals, 
trees and buildings are shown as flat, two dimensional objects. This flat character is very prominent, 
specially in paintings. The distance in a painting is minimised to the greatest extent possible, and in 
most cases it is completely ignored. All activities are depicted in the foreground, on the horizontal 
axis. Depending on the theme, distance is suggested by making the figures smaller in comparison to 
the figures in the foreground. In the Gajoddharana painting, the queens of Visnu have been shown 
smaller than Visnu on the back of Garuda flying down (fig. 172). In order to illustrate several 
sequences in a palace scene. instead of showing the different realistic dimensions of the apartments, 
these are painted as graphic diagrams in a building elevation plan. In the Balarama panel. in the or 
akandi and the palace scene in the gdaikandi and the palace scene in the majhikandi, these perspectives 
can be viewed. To avoid the depth of field, either the front or side elevations of a building are given. 
Mostly the side elevations of a building or a temple are preferred to the front. A convenient method 
of depicting activities inside a building is to do away with walls, and reveal the composition in an 
open, two dimensional space. In Orissan paintings the mandapas have no walls. Swings and cots (fig. 
172) inside the mandapas are shown in profile, along with the entrance steps to a house, or to a 
temple. The steps to a house or to a temple are shown from the side, to avoid the problem of frontal 
perspective. The frontal perspective is solved by drawing the steps in a pyramidal shape in gradual 


receding order. Although the steps are in frontal perspective, the lions at the entrance gate flanked 
by the steps, are shown form the side. 


The sea, river and the pond in the Gajoddhdarana (fig. 172), Madhusidana (fig. 154), 
Marthuragamana (fig .186), Balarama changing the course of river Yamuna (fig. 135) and the Vastraharana 
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paintings are depicted within a two-dimensional space, a semi-circular or a rectangular area as if viewed 
from the top. Normally the lower corners of the paintings are used to depict the sea. The sea with 
the herd of elephants is shown in the right lower corner of the Gajoddhdarana painting. A semi-circular 
arch at the bottom to the centre of the Madhusiidana painting (fig. 154) indicates the sea. A long 
narrow strip with fishes, swans and lotus buds, below the coil of the serpent. indicates the sea in the 
Anantasayana painting (fig. 173). Half oval shaped arches with fishes, swans and lotuses indicates the 
river Yamuna, where Vasudeva walks with the child, and where the gopis bathe (Vastraharana 
painting). In all the sea and river paintings, the perspective is aerial, i.e. as though viewed from above. 
While depicting fishes, magaras and other aquatic creatures inside or outside the water. the treatment 
is ‘profile’. The lotus is represented either in aerial or frontal perspective. 


Trees are drawn flat. Although the peripheral roundness of the foliage is drawn, there is no 
suggestion of the volume. The leaves are depicted from the frontal view, as is the lotus. This is encased 
in a circle which is known as padmamandala. 


The comparative proportion between figures are not maintained within the framework of a 
painting. In the Radha-Krsna yugala painting, the cows are tiny, barely reaching Krsna’s knees. The 
figures inside the mandapa or palace do not relate to each other either. Sometimes the mandapas 
are smaller compared to the human figures standing close to the structure. The birds. squirrels. ducks, 
cocks, monkeys, ants, bees and butterflies are all drawn larger than their relational proportions in the 
paintings. They have been depicted in this manner, as otherwise they would have lost their existence 
in the painting. Similarly, objects such as pdnapika, ataradani, pdnabatd, etc. are drawn in enlarged 
sizes. The proportions between the charioteer and the chariot, the cow and the calf, the new born 
Krsna with his mother Devaki, Krsna and the elephant, have not been maintained. 


In painting, the frontal faces of the human figures are very rarely depicted (fig. 178) owing 
to difficulties in portrayting the nose, which is an important aspect of the face. Profiles of human figures, 
have been shown. Hands are never shown in foreshortened poses because this demands sterner 
perspective. The vyvakhydna mudra and afijali mudra are very ably dealt with without involving 
foreshortened principles. Feet are always drawn in profile. To avoid foreshortening. the hands (stumps) 
of Jagannatha and Balabhadra are raised upward on both sides of their faces in the Jagannatha painting 
in hamsakandi (fig. 157). Again, to avoid foreshortening, the wheels of the chariots in the Mathuragamana 
painting (fig. 173) and the Balarama painting are shown as full circles. In conformity with the profile 
principles, the animals and birds are depicted in ‘side’ perspectives. However the dancing peacocks 
over the kunijas, where the astasakhis stand (fig. 197), are painted with their plumes in the ‘frontal’ 
perspective. 


In Orissan paintings, too much emphasis on profile depiction has been laid, owing to the limited 
scope in accentuating the modelling effect through the application of colour. Without the use of light 
and shade effects, the application of colour is flat. 


47 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS : THE TEMPLE OF JAGANNATHA 


In this art, the principle of perspective has its own subjective peculiarities, quite different from 
the realistic or scientific ones. Unlike photography, where all the objects filmed are planned by 
focussing on a single point perspective, we find in Dharakote, and elsewhere in Orissan painting 
traditions. the application of multipoint linear perspectives. In Orissan painting, different perspective 
principles are applied to different objects within a particular painting. However. the dominating feature 
is the strict profile perspective 


Landscape 

The theme of a painting, which is generally conceived on a two-dimensional surface, is always 
visualized against a background. This background is determined by the theme. The background 
therefore, differs from painting to painting, based on thematic variations. They may include hills, trees, 
rivers. lakes, sea or temples, palaces, houses and streets. Sculptures, which are three-dimensional, also 
need a background. For the most part, the background of sculptures, after the figures have been 
chiselled. remain plain. In some cases we may find a suggestion of trees, hills, or mandapas in stone 
panels. But in the case of cult deities, the background would remain plain, except in some cases, when 
symbolic representations are given. In a few relief panels depicting vastraharana (figs.71, 72) and 
Yamaldrjuna, there has been a suggestion of trees. In the decorative panels (figs. 50, 53, 54). on the 
door frames of the south entrance of the garudabakhara, there is a suggestion of trees with wavy 
branches. Flowering trees have been made interesting and are depicted with monkeys, squirrels and 
rabbits (fig. 215). 


Tree depiction in painting is always decorative. with branches spreading on either side like 
patterned creepers. Trunks are slender, and branches are wavy and willowy. Leaves are always set 
in a symmetrical manner and each one is a separate unit. In the running panels, trees are used in 
between the sequences as demarcations. In the bagakandi, trees have been planted between dancing 
Krsnas and gopis. In most cases, the trees are flowering, and in a few they may be potted. A large 
variety of trees such as the palm, the coconut, the bilva, the kadamva, the ndgesvara, the dalimba. 
the campda, the kesara, the kaniara, the madhavi, and the manddra are painted. 


The trees in the Karigivijaya and Navagunjara paintings have been shown with greater 
imagination. In the Karicivijaya painting, one can see monkeys swinging on the tree. Some trees have 
been shown with squirrels, birds, butterflies and ants. 


An important aspect of landscape is water, which has not received as much attention as trees. 
The ‘transparency’ of water is maintained, especially where the bare bodies of gopis can be seen in 
the river Yamuna. Similarly, the legs of Akrira are visible when he stands in knee-deep water to bathe 
(fig. 186). In the same sequence, the image of Visnu (Krsna) is visible in the river Yamuna. The 
elephants are also seen inside the sea in the Gajoddharana painting (fig. 172). Sometimes water has 
become a routine matter in the sequence of the theme. In the Anantasayana painting, the suggestion 
of water below the coil of the serpent has no significance. This is why the suggestion of the sea is 
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negligible (fig. 171). A large variety of aquatic animals and birds are shown in water to bring in 
naturalism to the sequence. Here the artist is obliged to show water as transparent, in order to make 
the magara, fishes, crabs and lotuses (fig. 171) all visible. At times, figures meant to be shown inside 
water, are instead shown against a blue background. In bagakandi (fig. 186), hamsakandi (fig. 187) 
and hdtikandi (fig. 165), the cranes. swans and elephants are shown as if traced on a dark blue 
background. signifying water. Since the concept of distance is never shown in Orissan landscape. 
features such as running streams, waterfalls and winding rivers are not depicted. The turbulent 
character of water in the surging waves does not create any awe in Orissan paintings. 


The sky, which is another important prop of landscape, is rarely depicted as a vast expanse 
in Orissan paintings. It is largely depicted as plain blue and white spaces. Trees and hills are shown 
against plain skies. In almost all the Dharakote paintings, the sky is left white. In all the Krsnalila 
sequences on the running tiers in the majhikandi, the sky is treated as the background. Occasional 
display of flying birds creates an impression of sky in Gajoddharana (fig. 172), Madhusiidana (fig. 
154) and other paintings. In the Gajoddhdarana painting the sky can be seen along with flying birds, 
celestial figures and the Vaikuntha (abode of Visnu). 


The hills are by far the best feature in the Orissan mural tradition. But in Dharakote, on the 
murals inside the Jagannatha temple, there is less scope for the painters to depict the hill. Whatever 
has already been painted in the Krsnalila scenes lacks vivid picturisation, compared to the depiction 
of hills in the Virancninarayana temple, Buguda, and also in the Vrndabanacandra temple (fig. 250) 
inside the Dharakote palace. The depiction of small hillocks betray the beauty of the detailed mountains. 


The houses are rarely depicted in the landscape. The general tendency is to depict a mandapa. 
The figures are mostly shown inside open mandapas wih a pidha roof. In Dharakote, a number of 
single and double-storeyed buildings have been painted. A few of them have walls at the rear. The 
mandapa in the Gajoddhdarana painting (fig. 172) has a back wall. Similarly the mandapa in the 
rangasabha panel also has a back wall and a pidha roof with a battlement design. The palace of Nanda 
where Yasoda and Krsna are seen has a pidha roof with a darkly painted back wall. But the apartment 
where Vasudeva is seen exchanging babies is an open mandapa (fig. 182). 


Generally, in the treatment of landscapes in Orissan paintings, the painters adhere to sculptural 
principles which aim at minimising the narration in the background. They lay emphasis on the theme. 
Human Figures 


The human figure is considered the ideal subject that an artist draws and paints.” Throughout history, 
it has aroused the emotion of both painters and sculptors. The Orissan artists have shown remarkable 
proficiency in dealing with human figures. 


A standard human body is usually seven and a half or seven talas.™* One tala is equivalent 
to a cakhanda or pd. It is approximately the length of one head, i.e. from the chin to the end of 
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the forehead. This standard measure is raised to nine tdalas (navardala) when depicting demons.” In 
addition. to accentuate grace and beauty in pose and posture (bhangi), the standard measure is raised 
to eight or eight and a half ralas. This is the case usually in female figures. Entourages, dwarfs and 
children are painted shorter. The standard seven and a half rafas is applied to only a few cases in 


the Orissan painting. 


The depiction of human figures is concerned not only with height, but with personalities as 
enumerated in Visnudharmortara.’® Sages are represented as weak figures. emanciated and with matted 
hair. Brahmins are shown full of splendour, well fed, with round bodies and limbs. Divine figures 
have broad chests. and narrow waists, like that of the lion (simhakari or damarukati), and with long 
hands reaching the knees. Kings and ministers have broad shoulders and wide chests. Demons appear 
large. with bulging stomachs, hairy bodies, and fierce faces. 


The general convention is to draw the human figures with faces in profile, and bodies shown 
in frontal perspective. Divine figures like Laksmi, Narasimha, Visnu and Rama are drawn in frontal 
perspective, resembling the three dimensional stone sculptures inside the temple or on the facades. The 
purpose is to differentiate them from human beings. 


All human figures stand feet joined together in lalitabhangi (fig. 137). They have concave legs 
suggesting a dragging effect to provide delicacy to the pose (figs. 134, 135). There is no stiffness 
in any figure. A feeling of movement is deliberately suggested in the figures. Krsna stands in tribhanga 
(three bends of the body) in Radhakrsna yugala and rdsali{a paintings. Rama sits on virdsana with 
a swelling curve of the chest, an upright neck and a raised right leg. Sita sits on his left lap. He 
holds the sdyaka (arrow) in his right hand which lightly touches his right leg (fig. 209). Narayana 
sits in lalitdsana with his left leg placed on the throne, and the right leg pendant. When the Gods 
and Goddesses are depicted riding their divine vehicles, they are shown in lalit@sana, like Siva on 
Nandi (fig. 206), Brahma on the swan (fig. 205) and Narayana on Garuda (fig. 172), Buddha as an 
avaidra figure. and sages are shown in padmdsana. meditating. 


Common sitting postures are often represented in pdrSsvabhangi, in which both the legs are 
folded at the knees, with one knee touching the ground, and the other in an upright position. Krs 
na and Balarama while seated inside the upvana and vana, are drawn in pdrsvabhangi. 


The human figures that we often see have their prototypes in Orissan sculpture. particularly 
in the medieval and later sculptures. The swollen bosom, rounded hips and shapely limbs are typical 
of the ideal Oriya woman. In Dharakote, the sculptures of Nanda, Yasoda, Devaki, Vasudeva, rsis. 
the old man and the old woman bear resemblance to people actually seen in the locality. In painting. 
human figures like Brahmins, pandas, priests, rsis, cowherds. messengers, warriors, etc. reflect the 


typological characters. rather than individual ones. Radha. her sakhis. Yasoda and Devaki in the murals. 
resemble rural Oriya women. 


In the paintings of-South Orissa, the figures, especially women, are bulky. Their heads are 
large. and the torso and feet are short. The hands are big, almost touching the knees. The chest and 
shoulders of the male figures are broad with narrow waists. 
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The male and female Puri figures are larger than the Ganjam figures. The Puri female figures 
lack heaviness, although in the earlier figures of Radha, Lalita, Visakha of the Bada Odia matha 
murals. they retain the bulkiness. The elongated female figures of gopis with flowing grace on the 
banks of the river Yamuna collected from Nayagarh, mentioned above, seem unnatural as the normal 
Orissan female figures are rather stocky and fleshy.” The difference is visible between the graceful 
female figure following the elephant in the Sitavinji mural, and the sakhis under arched niches in a 
Dharakote mural, which shows an absence of subtle body curves. 


Anatomical details are not suggested in the figures. Old age is merely shown with a bending 
waist. and a depression in the lips suggestive of toothlessness and a wrinkled forehead. Sculptures 
of the old man and the old woman on the facades of the gopura have wrinkled faces. The woman 
has drooping thin breasts and an emanciated body. The figure of Sudama on the facade in garudabakharda 
has similar anatomical details. In two of the maithuna panels, the male figures have enlarged testicles 


(fig. 106) which is intentional mischief in the presentation of erotic themes. 


In Orissan art there are three types of female faces. One is almost round with a sharp angular 
nose and a small dotted chin (fig. 5). The chin instead of declining in an easy curve to join the root 
of the neck, forms:a semi-circular pattern at the lower extension of the round face. The forehead is 
narrow and slides downward towards the parting of the hair at the back. The upper lip is thin and 
the lower one has a little fold. The second type of face though round is not fully detailed (fig. 3). 
The forehead and the nose are drawn with one line, i.e. with a single sweep of the brush. The nose 
is sharp. The lower part of the chin reaches the neck with an easy curve. The lower chin line. without 
stopping at the neck joints, proceeds to the earline near the lobe. The upper and lower lips have the 
same proportions and the fold on the lower lip is not prominent. The third type of face (fig. 8) is 
depicted with a thick nose, wider eyes and wider forehead. 


The male figures also have round faces, with sharp noses. Like the female noses. these do not 
merge straight with the forehead, but have dips below the eyebrow line. The noses of demons like 
Kamsa, Madhu and Hiranya are extremely pointed, with a raised inclination after the depression at 
the bridge (fig. 155). In Orissan painting, the demons' noses could better be described as hooked 
or acquiline.®® (since demons are treated as m{lechas. at par with yavana (Muslims) 


A thick nose denotes a lower statue, and sharp noses imply higher status. In most of the 
Dharakote paintings, as well as in Orissan painting, noses are sharp and angular. In medieval Orissan 
literature, noses have been compared with rilapuspa (sesamum flower), Sukacaricu (beak of a parrot), 
etc. 


The male faces have moustaches and beards. The style differs with different characters. 
Generally the faces of Krsna, Balarama, Narayana and Siva have no beards and moustaches. But this 
cannot be taken as a general rule as Narayana has moustaches in Dharakote (figs. 156). He has 
moustaches and a stylized beard in Nilamadhava or Narayana anasarapati. Siva has moustaches (fig. 
206) in the sculpture on the main entrance doorjamb of the garudabakhard. Beards in divine figures 
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and non-demonic characters are shown in wavy patterns or crescent shapes on the cheek. Sometimes 
the pointed ends are coiled. The beard of Vasudeva and Nanda in a sculptural panel is shown as though 
it has been cut and trimmed (fig.86). The demonic figures like Kamsa, Madhu, Hiranya. etc. have 
moustaches and pointed beards (figs. 154, 155). These beards lie flat in comparison to the beards 
of sages, in which they are shown as wavy and flowing. Moustaches are shown bow-like, and pointed 
towards the end of the cheeks (fig. 3). Moustaches of divine heroes like Rama are wavy at the point 
of origin. and then drawn straight across the cheek (fig. 209). Drooping moustaches are not seen. 


Eyes have no lids and are shown wide open, extending almost to the ears, and in the case 
of women, in the medieval fashion. Although in literature, the eye have been compared to the lotus 
petal and the fish, the lower line of the eye is not symmetrical to the upper line, although it is 
comparatively straighter, with a slight curve. The complete eyeball is shown as a dot in the centre. 
and since most of the faces are drawn in profile. the eyeball has a fixed position in the paintings. 
Eyebrows resemble half circled arches. The eyes do not protrude as in western Indian painting. The 
general Orissan eye is different, both from the mindkshi (fish-shaped eye) of the western Indian 
painting.*’ and the lotus petalled drooping yagacitta of the classical eastern school.” The eyes of the 
demons are shown as round and bulging. 


The fingers on the hands are depicted as stiff and short. In the earlier murals as in the 
Virancinarayana temple, the hands are delicate and expressive. Sometimes, the fingers are not arranged 
in order. Wrong placement of the thumb and the toe are noticed (fig. 7). In general presentation, some 
of the Dharakote figures can be compared with a few figures of the Vijayanagar school. The facial 
composition of some of the women figures of the Lepakshi can be compared with their counterparts 
in Dharakote. While the three-quarter profile is absent in Orissan paintings, the small dotted chin, a 
sharp nose. the thin upper lip and the lower one with a fold, bear typical Orissan characteristics. 


Costumes and Ornaments 


Distinguished features in dress and ornaments are noticed in the Dharakote paintings and sculptures. 
In general, the influence from the south is more prevalent in Dharakote paintings. In contemporary 
society. or even in traditional communities there is nothing substantial to indicate a typical Orissan dress 
or ornament style. A deeper analysis of the paintings reveals a medieval character which has evolved 
out of several influences. A palace record mentions the list of ornaments, saris, utensils, furniture and 
other household objects, which princesses (raja jemd) received as dowry. This list has very interesting 
ornaments which are not in use now. While analysing paintings and sculptures of the Dharakote temple, 
we are inclined to refer to the ornaments mentioned in the list. These include Candrakanaphitla, 
ndgara. gumutu mallakdi, aubuki mallakadi, dandi, naka pucuka, mudi, alakapati, Candrastirya, 
adakidpanapatra, pdniajhalaka, tada, bajabandha, guhjara, ankula, bald, antdpatia, nakapudukd, 
sunasankhda, godamudi, etc. All these ornaments have been used in the Dharakote mural paintings. 
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Male Costumes 


Krsna, Balarama,Rama, Narayana and other deities are dressed almost alike. Krsna is always clad in 
pitambari pata (yellow silk dhoti or sari), Visnu or Narayana also wears pitambari which creates a 
beautiful contrast with his blue body. The dhotis or pdtas worn by male figures touch the ankle with 
pdanci in front and kachd at the back. The male figures are bare-bodied except the uttariya covering 
the shoulders. Each end of the uttartya or of the dhoti is draped both from the front and rear of the 
body. Krsna as well as the cowherds are sometimes seen with a small narrow dhoti «tied to the waist. 


Characters which are demonic have been equated with mlechas. These are Kamsa., Ugrasena. 
Hiranya. Madhu, Sisupala, etc. They are adorned with stitched garments on the upper part of the 
body (figs. 155, 154). This garment is like a tight coat with vertical striped bands worn over a dhoti 
or tight paijama. This kind of costume is also worn by soldiers. Their bodies are bare and they only 
wear a short dhoti-like skirts, the end portion of which is tucked in at the rear. This is known as 
pdikakachda or pdikachda. 


The retainers who include sword bearers, standard bearers, bearers of flywhisks, umbrella 
bearers and guards, wear tight pdijamadas and loose overcoats which extend below the knees. These 
coats are mostly plain, and could be either laced or buttoned. Variations exist in the coat styles. The 
footwear have pointed toes. Their head dress is a conical decorated cap or turban. The bearers and 
a few devotees doing sankirtana in the mdankada kandi in the Dharakote mural, wear a ghdghara 
resembling a skirt. Courtiers and ambassadors are dressed in Mughal fashion, with long sleeved loose 
coats, often striped, and dotted with rosettes, or with checks, or simple patterns. The turbans are 
invariably plain. Raja Bali in the Trivikrama (Balivamana) painting, wears a tight dotted coat (fig. 178). 
The sword bearer in this painting also wears a similar coat. The Jaya and Vijaya relief sculptures show 
long striped tight coats and trousers (fig. 58). The rsis and sadhus wear a kaupina (loin cloth) (figs. 
162, 163) and have matted locks on the head. The Brahmins, pandas and priests wear small dhortis 
up to the knees (fig. 161) and more than one gamcha (towel) is slung over the shoulders. 


Female Costumes 


Radha, Lalita, other sakhis, gopis, Yasoda and Devaki wear sdris, with or without the blouses. The 
sdri is worn simply with the panata draped over the breasts, gathered over the left shoulder to hang 
below the waist at the back. This mode of sari is common with village women in Orissa. The women 
generally cover their heads with the odhand, and sometimes keep their heads uncovered. Radha is 
fond of wearing a nilameghi (sky blue) pda matching the body of Krsna. In literature,” nilambari, 
kalameghi, baulapdta and, haladivasanta pdta have been mentioned. The different shades of pata are 
used to match different complexions. The saris and pdtas have decorated borders and aricalabandha. 
The bandha (ikar) saris are colourful and may be dotted or patterned with arabesques. checks or 
rimmed rosettes in circles, and full bloom lotuses with peri caps. Pdtas with kumbhadhadi intricately 
woven was not always the favourite of womenfolk. The gopis while dancing in bagakandi wore 
ghagharas, karicela and odhani (figs. 153, 154). This costume is also seen in the Krsnalila wood 
carvings of a number of South Orissan temples (fig. 25). This shows that the dancers used to wear 
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this garb during the eighteenth and nineteenth centuries. It is attributed more to the Deccan! and 
Andhra influences, than to the Rajasthani. In South Orissa, unmarried Telugu girls wear a skirt 
resembling a ghdghard, a blouse and an odhani instead of a sari. 


Women perhaps did not wear any undergarments. This is evident from the figure trying on 
an anklet in ghodakandi. In the Vastraharana paintings, one knows of the gopis with only their saris 
which are stolen,by Krsna. No undergarments are noticed. 


Compared to the Puri paintings, wearing a blouse in South Orissan painting is a common 
practice with Radha. and her sakhis, etc. There are references in Oriya literature to the practice of 
wearing blouses (karicala) (figs. 7, 10). It seems that wearing a blouse was an acquired taste for Orissan 
women. The appearance of the blouse in South Orissan mural paintings is largely due to southern 
and European influences. 


Male Ornaments 


In the art of Orissa, both men and women wore ornaments, although men wore less. Divinities such 
as Visnu/Narayana,Rama and Siva are seen with kiritamukura. The kings wore a fopikirati. The asura 
kings like Kamsa, Sisupala and Hiranya are shown in mukuta (fig. 155). Due to southern influences, 
kiritas are painted to look tall, with several tiers. They are depicted with Sikhara crowns with a beki 
and a pinnacle. Krsna wears a bankacula mukuta with an dmbakasi (mango-shaped medal) in the centre 
of the cula. Balarama’s cii/a has a lotus petalled medal in the centre. In a few paintings, Krsna ties 
his hair into a knot held by three peacock feathers. In Dharakote, and generally in South Orissan 
murals, Krsna is seen wearing a kirita (figs. 5) with a decorated small crown. 


Kings and persons of high status wear a chain around the neck, with a pendant. Narayana 
wears haras of different varieties, studded with precious gems. Manihdra, gajamuktahara, motthara, 
etc. were prized possessions and were used only by divine personalities. These hAdras are also indicated 
in decorative patterns studded with jewels. Men of status wear vajubandha (armlet), kankana (armlet), 
khadu (wristband) and gold bangles. The makarakundala and mallikadhi are worn as ear ornaments 
by both Gods and mortals. This is a much used ear ornament worn by Brahmins, singers and poets. 
The yajnopavita or the sacred thread is worn by Gods and Brahmins. Krsna wears basuni, notha and 
dandi in the nose. Nose ornaments are in fashion among women in South Orissa. Krsna is more often 


than not depicted with a long tasselled plait (figs. 8, 5). Men wear a number of finger rings and anklets 
(godakhadu). 


Female Ornaments 


Women have always taken pleasure and pride in using different ornaments. On the head, they wear 
a ragadi, a candra and a ketaki. A mathamani and an alakdpari are worn on the forehead. Mathamani 
dangles on the forehead and is fixed to a chain that passes over the hair parting on the head, and 
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is fastened to a sinthi. The alakdpati passes on either side of the forehead from the mathdmani, and 
is fastened to the ears (fig. 29), or twisted into a long plait (veni) (fig. 8). Along the length of the 
veni, round golden flowers called sevati or kakara are attached. The veni has a tasselled end called 


bundi, jnumpa or pihdnida. Most of these head ornaments are seen on the astasakhis in the Dharakote 
mural (figs. 192, 193). 


The bun is known as a judd, khosa or khopd. In literature, a khosd is compared with a tabha, 
bela, ndrikela, dalimba and phaura.” Judas have different styles such as a vankajuda, a lotanijudad, 
a dakshinijudd, a bangalijudd, a ganthijuda, etc. Venis are of several varieties such as the dakshiniveni, 
the jaunlavent, the vandhdaventi, the lotaniveni and the sunthandveni. etc. 


Different kinds of earrings such as the kanaphula,the makarakundala, the kapa. the phiri-phira, 
the mahula, the caukicampa, the tatanka, the pendi, the bauli and the phasid are worn in the ears 
( figs. 193, 194). Similarly, notha, golapadandi, vasuni, hamsagund, guna and mdchi are all nose 
ornaments. On the ankles women wear bald, banki, pahuda, jhuntia and nipura which jingle while 
walking. Wrist ornaments include bahicudi, cudi, vala, kacha, khadu, vataphala, etc. Arms are 
adorned with vajubandha, tada, tdita, ananta, etc. On the waist a griddle type ornament called ant 
dpdtia is worn. Antdasutda, kamarapatd, gotha, Sikuli, etc. are also worn on the waist. A number of 
haras (chains) with varieties of designs are encircled around the neck. These are the cdpasari tied 
close to the neck,— cika, checd kauthi, mohanamalda, haradaphalamalda, dhanuamala, sorisiamala, 
dhanaphalamadla, etc. 


Line 

Line is a most important feature of painting. The sculptural renderings in this style also lay emphasis 
on line. In general, any painting is a harmonious combination of form and colour. Forms are achieved 
by the use of lines. The merit of a painting and of the painter is judged by the use of lines, though 
there are other considerations as well. In murals, lines are drawn at two stages. At first, during the 
preliminary sketching, and then at the end during the final finishing stages which are the real hallmarks 
of the artistic ingenuity of a citrakdra. 


The citrakara who paints a mural is an expert in rendering lines. His composition, including 
expressions and poses of the figures are all preconceived, before the actual execution, so that each 
line that is drawn, becomes a definite and sweeping stroke, starting from the head, and ending at the 
toe. Since there is no scope to proceed from the general to the last detail, lines have to be perfect 
and, in fact, are automatically perfected from the very beginning. There is no calligraphy. 


In Orissan painting, shading is not used to accentuate the effect of modelling, but broken lines 
to imply shading, as used in modern graphics, are impressed on the body of Narasimha, Hanuman. 
Garuda, Hiranya, cows and animals such as calves, squirrels, wild pigs, monkeys, camels and lions. 
This is done to suggest hairy bodies. This particular treatment seems to be an influence from western 
paintings. 
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In mural paintings, the border line, mostly in black, is the last and the most important aspect 
of the painting. Before this final black line, several lines of different colours are drawn. Red lines are 
painted over yellow surfaces for contrast, and for ornamentation. The white and yellow lines are painted 
over a red ochre background to create foliage and decorative motifs. Since the movement of the brush 
passes several times from the receptacle containing the colour to the wall, this line sustains several 
stays, maintaining its definite character. 


Lines emphasise either the volume, or the angularity in figures. They suggest volume in the 
paintings of South Orissa. A narrowing tendency or angularity makes the figures look elongated in 
the western Orissa paintings. Those painted in Puri generally have stiff lines which tend to be idealised 
and conventionalized. These could be considered as the ‘character’ of the lines. But it is not always 
safe to assign provenance to a painting within the mentioned parameter. In the later paintings, lines 
have become sketchy, angular and stiff. D.P. Ghosh agrees that the lines of the earlier Orissan paintings 
had more suppleness and were not as rigid or angular as in the later paintings.” In Ganjam, the 
voluminous quality of lines is retained even in the paintings of the twentieth century. Without referring 
to the temple’s date of construction, and the related period of the paintings of the Buguda Viraficinarayana 
temple, D.P. Ghosh says, they are akin to the seventeenth century murals of Srikurmam temple because 
of the voluminous character of the lines in both the temple murals". The Viranicinarayana murals, 
though painted in the late eighteenth and early nineteenth centuries, resemble an earlier style which 
is perhaps due to the highly sensitive, voluminous and refined character of lines. The Dharakote murals 
of the present century retain the volume in lines, although these are thick and bold. 


The lines of the Ramayana gafjapdas of Sonepur are angular and minute, but still clear enough 
to bé distinguishable in a smaller format. Commenting on a pata painting from the district of Ganjam 
in the Ashutosh Museum collection in Calcutta, D.P. Ghosh states that Radha Krsna and gopis are 
delineated in round contours and flowing lines....... Elucidating his stand, he describes yet another 
pata painting from Ganjam in the same collection as another profound example of the same school, 
visualizing the heavy massive white body of Kamadhenu (wish-fulfilling milch cow) outlines in heavy 
lines....an indigenous picture of female grace due to the happy combination of volume and space..." .?¢ 


Similar in quality to the Digapahandi and Cikiti pata paintings which accentuate volume, the 
pata paintings of Paralakhemandi do not compromise on lines. These are undiluted and natural. The 
lines of the Viranicinarayana murals are sensitive and delicate compared to the dynamic and bold lines 
of the Dharakote murals. At Dharakote, the lines are bold and direct, expressing a purity. 


Colour : The South Orissan palette is restricted to three or four shades of colour. These are 
red ochre. chrome yellow, blue and black. Vermilion is rarely used. Green does not appear in most 
of the paintings. The blues are always bright, and have both the indigo and the ultramarine tinges. 
In the Dharakote murals, there is ample use of blue. The artists have preferred to retain more white 
background spaces rather than filling them in with either vermilion or red ochre, which is often done 
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in the Puri style. Chrome yellow has an orange tinge in the paintings at Dharakote. Yellow too has 
the same tendency in the Puri paintings. 


Even in the palm leaf paintings of the eighteenth and nineteenth centuries. there is no use of 
green. Here one can refer to the Bidagdhamadhava Ndataka, and the Giitagovinda palm leaf 
illustrations in the collection of the Orissa State Museum, Bhubaneswar. In these illustrations. Krsna 
has been shown in dark indigo, and the trees are also painted in shades of indigo. There is no use 
of lapis lazuli in the Orissan paintings. In the earlier Puri paintings, Krsna and Rama used to be painted 
green. Today the colour green is used usually in the Puri style, particularly in contemporary pata 
paintings of the area when the citrakdras use varying shades of green. One can ascertain the antiquity 
of paintings depending on the use of the colour indigo. It can safely be presumed that paintings with 
the use of indigo are generally from an earlier period than the paintings with the colour green. In 
Dharakote, the artists have followed an age old tradition of using indigo. Although these paintings 
belong to the present century, the use of indigo gives the impression that they belong to an earlier 
period. We find the use of terreverted green in the Viranicinarayana murals. This green is obtained 
by mixing two colours, indigo and chrome yellow. 


Since we do not find murals in Western Orissa, it is difficult to make a comparison. The only 
comparison can be made with the ganjapd cards of Sonepur, and the painted wooden toys from 
Bargarh. Although the earlier samples show the use of indigo, the present ones use green more 
frequently rather than blue, being influenced by the Puri artists. By and large, the South Orissan 
tradition retains the age old practice of using limited colours, whereas the artists of other regions are 
more versatile. 


These features constitute the stylistic peculiarities of the region and are distinct from other 
regional styles. 
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TEMPLE TRADITIONS 


(a) Rituals 


After the construction is completed, the temple is consecrated. The deity or deities (pratima) are 
enshrined inside the temple, and prdanapratistha is performed. The deities are then treated as living 
beings. They are given offerings (puja with various upacdras). They enjoy all the prerogatives ordained 
for the most privileged being on earth. The Raja who is considered the noblest human being provides 
an immediate prototype. The rdjaniti (kingly ritual) of the palace can be compared to the devaniti 
(divine ritual) of the temple. To perform these rituals, a number of functionaries are appointed. They 
are called sevakas (servants) who perform seva for the temple. To meet the day-to-day requirements, 
land grants are given to the temple. The sevakas receive land grants in return for their services to 
the temple. Such a temple is termed a ‘living temple. 


The Jagannatha temple at Dharakote is a ‘living temple’ where the devanitis are performed daily, 
along with the annual festivals and ceremonies. The Rdjd resides in his palace (nahara) adjacent to 
the temple (Figs. 35, 37). Rdjaniris are performed for him. A record from the Dharakote palace 
mentions the rdjaniti of the king. It reveals that about forty years ago, when rdjanitis were performed, 
the Radja was treated like a divine being. He used to wield authority as the representative of God 
(enshrined in the temple). The special terms such as Srianga (divine body), Ssrihasta (divine hand). 
vijeheva (to appear), vastra lagiheva (to wear clothes), etc. mentioned in this record are not merely 
the ordinary terminologies prevalent during the time, but were used specifically in the rajanitis as well 
as in devaniris.’ Although many of them are now not in use, they have proved that devanti and rajaniti 
are in fact inseparable. Moreover, it is for this reason that the Rdjd is being treated as the Calanti 
Visnu.® 

Similarly, the devanitis formerly performed in the temple, have been minimised. The rayatas 
who used to till the temple lands are now its owners according to special laws enacted by the 
Government. They have no insecurities any more, neither from the temple nor from the ruler. They 
are beneficiaries of the land’s produce and have stopped parting with a share to the temple, or to 
the sevakas. 
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The scvakas have sold the lands that they owned. On occasions they do sevd, but complain 
of not getting rewards from the temple. The Raja who is the first sevaka of the temple, has the same 
fate. This has been the case after the amalgamation of the princely states with the Indian Union, 
whereby the financial and social status of the R@jas was reduced phenomenally. A kind of frustration 
set in and the R4jds no longer feel the same for the temple administration. This situation exists all 
over Orissa. However, the position of the Jagannatha temple in South Orissa is much better compared 
to the rest of the temples in the State. Though the case of Purl is different, the same adverse effects 
are noticeable, particularly in the rituals. 


Traditions which have been established around the Jagannatha temple at Dharakote for the past 
century and a half continue to survive owing to the state patronage and the support of the temple 
functionaries and sevakas. These traditions create awe, inspire the people to repose faith in rituals and 
in the temple, and confidence in the king. 


Daily Rituals 


The doors of the temple are open to the pubic at around six o’clock in the morning. Paricha opens 
the doors and the tahalia sweeps the floor sprinkling it with water. The panda performs the mangala 
darati. As the mobile images are wooden, the reflection of the deities in water are then given pancamrta 
mahdasnana (five nectar great bath), kept in a brass pot below the ratnasimhasana. Before this bath. 
kusa grass or tulasi are offered as tooth sticks for brushing the teeth. The deities are decorated with 
flower garlands, loose flowers and tulasi, after a change of clothes. Then balabhoga (morning offering), 
a substitute for breakfast is offered. The panda recites the Visnu mantra and performs the 
piyd. 

The sudra arrives in the temple complex at about eight o'clock in the morning,after collecting 
the daily rations from the temple administration office inside the palace. He draws water from the well, 
and cooks the prasada (food) in the kitchen (rosaghara). The prasdda is ready at around 1l1A.M. He 
carries the prasdada into the vijebakharda and prepares three thalis (plates). Then, the doors of the 
majhibakhard are closed and dhuipa is performed. The kahalia blows the pipe outside the closed door 
in the majhibakhara; the panda rings the bell, chants the mantra. and makes the offering. Some time 
later, the panda comes out of the vijebakhard, and the deities are left alone to enjoy the prasdda. 
Five minutes later the doors are reopened. The three thalis of prasada are now divided among the 


panda, the sudra, the kahalia, and other sevakas who would be performing seva on that day by 
rotation. 


These days, the prasada or annabhoga is simple, and consists of plain cooked aruda rice. dal, 
caru or ambila, and tarkdri (curry). Earlier, the recipes were rich and panda (sweet-scented drink) 
used to accompany the dhupa. 


After the dhipa is over, three decorated cots are spread on the floor at the base of the 
ramasimhasana. Three saris connect the deities to the cots where they are supposed to sleep. The 
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doors of both vijebakhard and majhibakhard are locked. This is siesta time at the temple. Elderly 
people sleep in the garudabakhard. 


At around three o°’clock in the afternoon, the temple doors are again opened. A group of elderly 
people gather on the platform at the main entrance of the garudabakhard. One of them recites from 
the Purana (either the Ramayana or the Mahabharata) to the rest of the gathering. ‘This continues 
till late in the evening when darkness descends on the temple and the lights are lit inside. On the 
other side. in the kitchen, the sudra cooks the evening prasdda. 


The evening drati is performed at around 6 p.m. by the panda infront of the deities. The piper 
(kahalia) blows the pipe and the gong is sounded. The drati is done in four phases. To start with, 
cotton wicks in sevens are rolled around coconut sticks. These are dipped in ghee, lit and waved in 
ceremonial prayer, followed by agarbati sticks, water, and mukhavasa. For the third round, the panda 
fills the conch (sankha) with water, and after the ritual waving, he pours out a little water from the 
conch. into a container. This he repeats three times. Arati is observed by a few regular visitors. From 
6.30 p.m. onwards, small streams of devotees pour into the temple. They are mostly elderly people 
and women. Among the sevakas, the artist Jogindra Mahapatra is a regular evening visitor. 


At around 7.30 p.m., preparations are made for the evening dhupa. The procedure for both 
the dhiipas is similar. 


At about 9 p.m., the deities are decorated with badasimhdara vesa. Their garments are changed. 
Sweet (khdjd) liquid cereals cooked with milk (khiri) and sweet-scented drinks (panda) are offered. This 
is the dessert after the dinner. Thereafter, darati is performed, but this time no pipe or conch is sounded. 
The deities retire (pahuda vije) and simultaneously all the doors of the temple are locked. About forty 
years ago, the Gitagovinda used to be chanted in the temple after the baddsimhara dhiipa, and the 
temple dancers used to dance.’ This practice has now been discontinued. 


Annual Festivals and Ceremonies 

These are Sivardtra, Dolapurnimda, Pandasankranti, Akshyatrtiva. Jalakrida, Rukmint Vivaha. 
Devasndanapurnimda, Anasaraghara and Netrautsava, Gundica yatrd, Citauamavasya Gamhapurnima, 
Rekhapanicami, Janmastami, Lavanikhid, Sdatapuriamavasyd, Bhadravaekadasi, Navarnna. 
Kumarapurnima, Prathamastami, Pahilibhoga, Dhanumua, Kdartikabadaekadasi, Mahalaksmipuja, 
Odhanasasthi, Bakula-amdvasya, Dudhautura, Makarasankranti, Pousapuirnimd. This list of the festivals 
is based on temple record.“ They are mentioned chronologically according to the Oriya calendar. 


Panasanikranti 
This is also known as Mahdvisuva sarnkranti observed on the first day of the month of Vaisakha (April/ 


May). The birthday of the Paficamukhi Hanuman is also celebrated on this day. Pand is prepared with 
navdata (sugar), milk, cheese, coconut, bananas and bel! and is offered to the deities. 


161 


Digitized by srujanika@gmail.com 


ART: REGIONAL TRADITIONS THE TEMPLE OF JAGANNATHA 


Aksayatrtiya 

This is observed on the third lunar day of the fortnight after pirnima, during the month of Vaisakha. 
The wood for the axil is brought from the forest and the construction work of the chariot begins on 
this day. The candana yatrd (sandal festival) also begins on this day. 


Jalakrida (Candan Yatra) 

During the twenty-one days form the third day of the bright fortnight of Vaisakha, the street from 
the temple to the Neliabandha used to be decorated. Metal images of Madanamohana and Laksmi used 
to be placed on decorated cdpas (boats) which were rowed round the tank. The procession used to 
start from the Jagannatha temple with the accompanying conch, pipe, mridanga and ddaris (prostitutes) 
dancing in front. Ddris used to play the harmonium and sing Candana Carcita nila kalevara, from 
the Gitagovinda.’ 


Now the entire festival is minimised. The accounts indicate that for the entire festival, there 
is only a sanction of Rs.60. 


RukminiiVivaha 


This is solemnised in the temple on the eleventh day of the bright fortnight of the month of Jyestha 
(May/June). The ritual is very significant in view of the existence of a painting on Rukmini Vivaha 
(fig. 168) in the hatikandi. While the painting depicts the entire story of Rukmini’s marriage from the 
time she left her house for Godess Durga's dardaSsana till her honeymoon, the ritual only potrays the 
marriage and honeymoon sequences. 


The marriage is conducted between the two brass idols (vijepratima) of Dolagovinda and 
Laksmi. Dolagovinda represents Jagannatha or Krsna, and Laksmi symbolises Rukmini. Krsna Candra 
Sahu. the sudra of the temple makes a proxy for the bridegroom'’s father, and the purohita. Kishore 
Candra Dasa, acts for the bride's father. Even with the minimum investment by the temple administration, 
this ritual turns out to be a great dramatic event. 


Before the beginning of the ritual, the brass idol of Dolagovinda is taken in a procession around 
the temple (bedhdaparikrama) through the south gate of the garudabakhdra accompanied by ghania 
(gong), kahali (pipe), Sankha (conch) and dihudi (torch). The artist Jogindra Mahapatra beats the gong. 
Arakhita Muni blows the conch, and Kelucarana Dasa the pipe. After completing the bedhaparikrama, 
the brass idol of Dolagovinda is brought in and placed on the improvised altar (vedi} in the 
majhibakhard. An area is demarked on the floor with muruja for the altar. Arati is waved and offerings 
are made to him. Then Laksmi is brought from the vijebakhard and is kept on the left side of 
Dolagovinda. She is also given offerings and drati is performed before her. 


The priest then dresses both the idols according to the marriage customs. Crowns (mukuta). 
brought by the bride and bridegroom’s party, are exchanged. Due to the short supply of provisions 
by the temple administration, the priest manages with old saris, and thread is used whenever there 
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is a shortage. Dolagovinda is given the sacred thread and Laksmi the red bangles (sankha) and 
vermilion (sindura). Oblations are given to the Fire God (Agni) by invoking various names of Gods 
and Goddesses including Gramadevatas. Then, gainthidla (two saris knotted together) are draped over 
the shoulders of the brass idols, establishing a matrimonial relation between them. 


The parents of both Dolagovinda and Lakshmi play kaudi (cowree) (kaudikhela), after which 
the brass idols are taken inside the vijebakhard and placed facing each other on the ratnasimhasana. 
This is the honeymoon (madhusayyd) sequence. Thereafter, the doors are closed and the brass idols 
are kept hidden from the public view. Offerings are distributed both by Dolagovinda and Laksmi's 
parents to the gathering. 


This marriage ceremony is the prototype of the marriage customs prevalent in the locality. It 
is interesting to watch the proceedings of the marriage ritual, which is in fact inspired by the prevailing 
traditions. 


Ekadast 

As usual, after badasingara dhupa, the deities of Jagannatha, Balabhadra and Subhadra retire to bed. 
They are clad with fresh saris. The painter Jogindra Mahapatra goes in a procession from the temple 
through the south entrance of the garudabakhard holding an earthern lamp (dipa) accompanied by 
Sankha (conch), ghanta (gong) and kahali (pipe). The procession terminates at the parsvadevata shrine 
on the northside of the vijebakhara. Leaving Jogindra Mahapatra alone, the procession retires. Jogindra 
then places the lamp on the pitha of the gama and lights a cotton wick attached to a stick. Then 
he climbs over the temple from the bhanddrabakhard, with the help of a ladder. On reaching the gandi 
portion of bhanddaraghara, he crosses over to the gandi of vijebakharda. He reaches the top of ghant 
a, where he lights another wick and holds it aloft, proclaiming in his high pitched voice, the protection 
of the ruling king. 


Haribol! (Sing Hari), Haribol'(Sing Hari), Haribol! (Sing Hari). Sri Sri Ananta Naravana 
Simha Deo Mahdrdajanku sankhepurdai cakra adhuala karibdku agvan heuw Manima ( Oh'Lord! This 
be ordered that Sri Sri Ananta Narayana Simha Deo Maharaja be protected inside the conch shielding 
him with the disc). He announces this thrice from the top of the temple. These words echo in the 
neighbouring hills of Sulia at that hour of the night, and seems to cast a spell over the sleeping town 
and the palace of Dharakote. Jogindra Mahapatra then climbs down, goes into the temple, prostrates 
himself before the deities, and returns home. 


Devasnana Pirnima 


This is celebrated on the full moon day in the month of Jyestha (May/June). The previous night after 
the Badasimghara dhipa, the three deities are dressed in white for the procession. Sendakdatha, a cross- 
like wooden structure, resembling the English ‘T’ is attached to the backs of each deity, firmly with 
ropes. The deities are seated on three cushions (tu/i) made out of used cloth, which makes it appear 
as though they are bouncing. 
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Early on Devasnanapurnima,Rama Prasada Panda performs drati at around six o'clock in the 
morning. Thereafter, the deities are taken from the ratnasimhdasana and placed on the floor of the 
vijebakhara to the accompaniment of mrdanga, ghanta, kahali and jhanja (cymbals). The daitapatis 
carry the deities. The procession begins from the vijebakhara. At the head of the procession, SudarSsana 
is carried on the shoulder. Then, one after another, the three deities, starting with Balabhadra, are 
carried through the north gate of the garudabakhara to the snanavedi. A pahada cloth is spread over 
the ground on which the deities are taken in procession. As they are heavy, the daitapatis shift the 
position of the deities repeatedly, making them move forwards and backwards to the tune of the music. 
During the procession, camphor (sSrikarpura) is smeared over the faces of the deities to keep them 
coo! and fragrant. The artist, Jogindra, waves alata. Then the deities’ are taken to the bathing platform 
and are seated on stone pedestals. Thereafter, their costumes are removed. 


The dapata (milkman) fetches water from the Rsikulya river and places the water pots on the 
vedi, which is then emptied into a large brass vessel. Four towels (gamucha) are brought and placed 
before the deities and water pitchers (kumbha) are kept over them. These kumbhas belong to the 
kitchen (rosaghara) of the temple. After drati by Rama Prasada Panda, the water is consecrated, and 
both the panda and purohita bathe each deity twenty-one times. The panda and patri then smear sandal 
paste on the faces of these deities to the chorus of the music, after which the platform is cleared, 
and the deities are dressed in new clothes. The ritual water is taken home as prasdda by devotees. 
Elephant masks are brought from the temple, and tied over the faces of Jagannatha, Balabhadra and 
Subhadra (fig.217). 


Thereafter, rajaniti (kingly rituals) commences. The King, Ananta Narayana Singh Deo. arrives 
on the platform and sweeps (cherdpahard) the floor in front of the deities. He then sprinkles sandal 
water on the floor(fig. 216). The king performs drati, camara, and ceremonially offers the lamp thrice 
before each deity. He makes the ritual offering of yellow rice (rice smeared with turmeric) and flowers 
to them while the purohita chants mantras. The purohita tears a portion of the sari from Jagannatha, 
and ties it around the head of the king (Sadhibandha). He also garlands (agydmala) the king, who 
then returns to his palace. 


Anasara 


After the devasndna, the deities are taken inside the temple and placed on the floor in front of the 
ratnasimhasana. The doors of the vijebakhard are closed to the public. A bamboo partition screen 
is placed in front of the gama. Sometimes, an improvised partition wall with a cloth is used. Four 
anasaraparis are hung on this partition screen (fig. 218). The process of preparation of the canvas 
for painting the anasarapati starts on the Akshyayatrtiyd, i.e. the third lunar day of the bright fortnight 
of the month of Vaisakha. On this day, the artist Jogindra Mahapatra receives a piece of cloth to prepare 
the canvas from the temple authorities. He gives a priming (khalipakeiva) and finishes the painting 
before Devasnanapuirnima. On the same evening, he brings these anasarapatis from his house.A 
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kahalia blows the pipe, the Sankhud sounds the conch and Jogindra follows them up to the temple 
with the paris. Although there is no Dadhivamana image in the temple, an anasarapati is prepared. 
to respect the tradition. The partis are used as offerings and darsana during prayers. 


Anasara is observed from full moon in the month of Jyestha, till new moon day in Asadha. 
During this period, the deities are believed to be ill. It is only on the second day (dvitiya) after 2 
p.m., that the clothes (Vastra) are removed from the deities. This is known as Sriangaphitiba. Repairs 
on any damages are carried out at this time while the artist Jogindra Mahapatra prepares a list of 
material required and approaches the temple authorities for assistance. From the third day (rrtiya) till 
the seventh day (saptami), medicines (ausadha) are applied symbolically. Ausadha is prepared with 
sandal paste (candana), camphor (Srikarpara), musk (kastiirf), til oil (rasitela) and herbs, (dasamula 
tinima animva and (paficakoli), etc. Jogindra Mahapatra does not want to divulge the secrets of this 
preparation. The eighth day (astami) is observed as sarvdngamardana. On this day, the bodies of the 
deities are massaged with scented oil (cud), sandal paste (candana), musk (kasturi), vermilion 
(kumkuma), camphor (karpura), etc. The artist mixes a paste which he applies over the deities. On 
the ninth day (navami), the paste on the deities is covered with cloth (astra). On the tenth day (dasami), 
the deities are again believed to observe a period of rest. This is actually when the moist cloth on 
them is allowed to dry up. On the eleventh day (ekadasi) after the dhiipa in the evening, chalk paste 
is applied over the deities (khadilagi). From the twelfth day (dvadasi) onwards, the painting of the deities 
(citrakama) starts. This lasts till the netrotsava ceremony, after which the deities are covered with a 
white cloth (fig. 241). On the netrotsava day there is a ritual with darati and the accompanying offerings. 
Rama Prasada Panda chants mantras and the coverings are removed. Jogindra Mahapatra paints the 
eyeballs (netrotsava) on the faces of the deities (figs. 220, 221). Thereafter, the king ties a Sadhi (sari) 
on Jogindra’s head. In the absence of the king, the purohita does this. Jogindra is also given prasdda 
as daksind. 


The anasarapatis are removed and sent to Gounika matha close to the Jagannatha temple. 
There, these are worshipped and are allowed to disintegrate until the following year, when the entire 
ritual is performed again. 


Ratha Yatra 


This is held from the second day of the bright fortnight of Asadha, till the twelfth day. The images 
are put on a decorated car, which is dragged through the badadanda (grand road) of Dharakote to 
the Gudica temple at the other end of the road. After a seven days’ stay in that temple, the deities 
return to the main temple in the car. Ratha Yarra is the most important festival of the Jagannatha temple 
at Dharakote. 


On the occasion of Aksayatrtiya, panda, patri, purohita, sankhud, kahalid and ¢hati bearer 
go into the forest, perform homa (vanajdga) and bring back a piece of wood for the construction of 
the ratha.° This wood is fixed to the sirhhasana on the ratha later on. Anukila is the beginning of 
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the construction of the ratha. Before this, the wood for the axil is consecrated with ducaula (white 
rice mixed with unboiled milk). Rathapratistha is the opening ceremony of the construction of the car. 
A portion of this wood is supplied by the Government from the Forest Corporation. 


About twenty to twenty-five carpenters were engaged for construction in 1989. Sridhara 
Maharana of Balisira village was the ratha supervisor. Devaraja Panda, the gumastd (clerk) of the Raja, 
was in charge of the administration. 


The ratha of Dharakote is the prototype of the Devidalana ratha (Subhadra ratha) of Puri (Figs. 
247, 248, 249). 


Earlier Jogindra Mahapatra used to paint dasadikpala, navagrahapdta, sdrathi (charioteer) 
ghoda (horse), parsvadevata and the thakarabdada (barricading pillars) of the ratha. Now the dasadikpala 
and the pdrsvadevatd are not fitted to the ratha and nor are they painted. The dvdarageda (entrance 
arch) and the simhdasanapata (the throne plank) are painted as also the wheels, and the pillars of the 
ialabhadi (lower tier). There is no artistic significance in the paintings 


The ratha is then covered with the mandani (decorated) cloth. which is red, white and black. 
A canopy is fixed above the throne, and the four pillars are covered with this cloth. 


Rekha pancami 

On Rekha paricami (fifth day of the dark fortnight of Bhadrava), paintings are made on each door 
of the Jagannatha temple, the doors of the rdaja’s palace, the Kanaka Durga temple, the Vrindabanacandra 
temple, and on the doors of the storehouse (gantaghara). The temple door paintings are mostly white. 
The theme includes Ekagodia Bhairava and GaneSsa under twin arches.° The artist who paints all the 
doors including those of the temple is rewarded with a saricd which consists of rice, vegetables, ddl, 
molasses, ghee, salt, etc. He also gets Cakuli (rice cake) as bhoga from the Jagannatha temple. It is 
believed that these paintings ward off evil. 


Citauamavasya 


This is observed on the dark moon day in the month of Sravana. On this day, the Citas which had 
been removed during anasara from the foreheads of the deities are refixed by the panda. Citaupit 
ha, (prepared with rice and coconut) are offered to the deities. 


Jhulana yatra 


This commences from the tenth day of the bright fortnight of Sravana till the full moon day. During 
the festival, metal images of Madanamohana and Laksmi are put on a swing in the majhibakharda. 
This festival is observed with pomp and grandeur in the Vrndabanacandra temple inside the palace. 
Cirrakara Jogindra Mahapatra says that this festival used to be celebrated for thirteen days. 
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Gamhapurnima 
This is observed on the full moon day of the month of Sravana. This is Balabhadra's birthday. Citrakara 
Jogindra Mahapatra prepares a clay image of Balabhadra of twelve anigula (about one third of a metre) 


height. He paints the image in white. A gamha (pyramid like structure) is prepared with sugar inside 
the temple (majhibakharda). New sacred threads are given to all the deities. 


Janmastami 


On the eighth day of the dark fortnight of Bhadrava, the birth of Krsna is enacted with metal image 
of Madanmohana. A swing is prepared in the majhibakharda on which Madanmohana is placed. An 
astadala padmamandala with Krsna in the centre and with Krsnalila scenes in the petals is painted 
on the floor in white. A kadamba tree is made on the floor of the temple with rice. Similar paintings 
are created in the Vrindabanacandra temple. Recipes like Sakard (prepared with sugar and rice paste) 
and phena (prepared with sugar and rice paste)are offered. 


Lavamnikhia 
This is observed on the ninth day of the dark fortnight of the month Bhdadrava. Nandautsava is 
celebrated on the day following Janmadastami. There are paintings in the majhikandi (fig. 184) depicting 


Nandautsava. The gauda and gauduni (milkman and milkmaid) offer cheese to the deities. Madanamohana 
is taken in a procession through the streets of Dharakote town. 


SAtapuri Amavasya 
It is observed on the dark moon day in the month of Bhadrava. Kdakard (a cake prepared with rice 


and molasses) with pura (ingredients inside) is offered to the deities. Pura is prepared from cheese, 
coconut, clove, camphor, grape, pepper, etc. 


Bhadrava Ekadast 


It is observed on the eleventh day of the month of Bhadrava. Citrakara Jogindra Mahapatra lights the 
mahddipa (great lamp) on the temple. Details have been discussed above. 


Navanna 


This is observed on the eleventh day of the bright fortnight in the month of Asvina. The first grown 
rice and vegetables are cooked and offered to the deities. 


Kumara piurnima 
It is observed on the futl moon day in the month of Asvina. The three deities in the temple are dressed 
with new clothes. Lid (pop rice) and kaudi (cowree) are offered to the Candra (Moon God). 
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Prathamastami 
It is observed on the eighth day of the dark fortnight in the month of Mdrgasira. The deities are offered 


new clothes. 


Kartika bada Ekadasi 

Each ekadasi (eleventh day of the month) is important, and is celebrated. During the month of Kdrtika. 
widows observe havisa. They only eat lunch on that day, and observe a fast for the rest of the day. 
Kartika Purana is recited in the temple. The Citrakara lights the mahadipa (great lamp) on the top 
of the temple. 


Mahalaksmi puja 

This is observed on all Thursdays in the month of Madrgasira. Since the Goddess Laksmi represents 
wealth and prosperity, this is celebrated with pomp and grandeur. The Bhandara Laksmi is offered 
new saris. 


Odhana Sagsthi 
This is solemnised on the sixth day of the bright fortnight in the month of Margasira. All the deities 
are offered new odhani (shawls) to signify their protection from the cold. 


Pahili Bhoga 


This begins from the Dhanusamkranti (first day of the month) in the month of Pausa and ends on 
the last day in the same month. During this period, cooked rice, dal, vegetables, etc. are offered to 
the deities before sunrise. 


Dhanumua 


The significance of the festival is to offer rice balls prepared out of /id (pop rice), mixed with molasses 
to the deities. Since it is prepared and offered during the Dhanumasa (month of Pousa), the festival 
is called Dlhanumuda. 


Pousa Pirnima (Devabhisekaptiirnima) 

lt is celebrated on the full moon day in the month of Pausa. Abhiseka is performed in the temple. 
Jagannatha is coronated as the emperor of the universe. Water brought from various sacred rivers are 
poured on the reflections of the deities before the coronation. 

Bakula Amavasya 


This is celebrated on the new moon day in the month of Pausa. The deities are offered khiri (liquid 
prepared out of rice, milk and molasses). On this day tulasi (basil) is not used. Bakula (mango bud) 
is used in the ritual. 
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Makara sankranti 


This is observed on the first day of the month of Mdagha. Makarachdaula is offered to the deities. It 
is a mixture of milk, honey, molasses, sugarcane, coconut, ghee, sweet potato. pepper, etc. 


Sivaratri 

This is observed on the fourteenth day of the dark fortnight in the month of Phalguna. Harihara is 
worshipped inside the temple. This festival has special significance because of the Harihara painting 
(fig. 179) in the Harinakandi of majhibakhard. The devotees keep vigil throughout the night inside 


the temple complex. Hari (the brass idol of Madanamohana) goes to the temple of Hara (Siva) and 
extends to him an invitation to join the celebration. Hara’s birthday is celebrated. 


Sevakas 


The sevakas in the Jagannatha temple at Puri have been codified. According to the temple chronicle, 
Madalda panji Chattisd niyoga (thirty-six order) were introduced by King Anangabhima Deva (1190- 
1198 A.D).” A London paper in 1841 A.D. had reported that there were about sixty officers to dress 
up and help ornament the idol of the temple of Juggernauth and three hundred watchmen day and 
night...... etc.® This list continued to change. The number of sevakas was then found to be 118 according 
to the Record of Rights, vide the Jagannatha Temple (Administration) Act, 1952.° 


For the Jagannatha temple in Dharakote, no chronicles were written on the rights of the sevakas. 
But from a temple record, dating back to the 16th June, 1939, we learn that thirty-two sevakas 
received cooked prasdda and cakes (kdkard). There are a few repetitions. These are Srisarkdr, 
Baxipatnaik. Ceupatnaik, bhanddaribehera, kumbhara, gantdargharia. pari¢chakarana and one sevaka 
called Arata Misra. It can be concluded that there were at least twenty-four eligible sevakas on the 
list for prasada from the Jagannatha temple in the year 1939. 


They are Srisarkar (the Rdjd) Sri Deo, ceupatnaik, Baxipatnaik, Citrakdara (painter), daraji 
(applique worker), Paricha (superintendent), kumbhara (potter), dpari (the milkman), gantagharid, 
Candasevaka, Hdatapada, tahalia (attendant), Gitagovinda (prostitute singing Gitagovinda). gunimela 
(another group of prostitutes), purohita (priest), bajanti (drummer), sankhud (conch-blower), kahalia 
(piper), and dakudapua (the barber boy)." 


During the car festival of 1989, we met more than twenty-four sevakas at Dharakote. There 
are many volunteers for the temple service, a few of whom are working on daily wages for construction 
of the chariot. All these people have not enjoyed the king’s patronage and cannot be classified as 
sevakas, although they are doing some kind of seva (service) for the temple. Also, they have not 
attended the Sadhibandhana ceremony to become a sevaka. After interviewing them, we realised that 
people engaged in temple service have a feeling of superiority. Since sevd in the Jagannatha temple 
does provide a special status, the temple volunteers also claim to be sevakas. The list of sevakas must 
necessarily be flexible. 
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A ceremony called Sadhibandha was held by which a temple functionary was being given the 
status of a sevaka.’ Since Sadhibandhana is discontinued, and occurs only in rare cases, it is difficult 
to acknowledge a sevaka.” We have had to depend on the temple record mentioned above for an analysis 
on the sevakas. 


During the course of time it has been observed that the Gitagovinda sevd and the gunimela 
sed have been discontinued. These services used to be rendered by the temple dancers. There is an 
exclusive prostitute’s street at the back of the palace. But most of the prostitutes have died, and some 
have left Dharakote. Fortunately, we met an old woman, now about sixty-five years old, in that street. 
Her name is Tikiri Candra Patra (fig. 241), and her services were discontinued forty years ago. She 
remembers Tarabai, Mahali, Ami, Srihari, Mahalaksmi and Yankiti, all her freinds, who used to 
render Gitagovinda seva and gunimela seva in the Jagannatha temple and during Candana ydtra. She 
told us that during sevd she used to wear a Sadhi (sari), raika (blouse), antapdatia (waist griddle), 
kasu, nanu (chain with pendants) around her neck and nagaram and sevati on her hanging plait. All 
these were gold ornaments. On her ears she wore jhumuka, antipangulu and jhikda and a dipudda on 
her nose. Tikiri used to get five rupees per month, besides the land grants. This was enough for her 
upkeep. She remembers emotionally that at nine o'clock each evening, she used to go to the temple 
to perform the Gitagovinda dance after Badasimghara dhupa. 


Most of the prostitutes (gunis as they are mentioned in the record) had come from the south. 
This is presumed from their names. The Ganga inscriptions mention the terms GudiSsani or Gudisani 
for temple dancers or ndacuni.“ Gunimela or guni might be the corrupted version of gudisani. This 
is also a Telugu word. With the departure of the prostitutes, the name of the street has also been 
changed. 


According to the list, the highest status has been given to the Raja referred to as Srisarkar 
(divine authority). He is in fact the first servant of the Lord,’ and is also his representative on earth 
(Calanri Visnu). He sweeps the floor of the chariot (Cherapahara) during the car festival. He also 
sweeps the floor of the Devasandanamandapa on devasndanapurnimda. Ananta Narayana Singh Deo is 
the present Raja of Dharakote. Sri Deo is the yuvardja (prince), or the eldest son of the king, and 
heir to the throne. He is also considered a sevaka and in hierarchy he is second to the king. In 
Dharakote. we observed that the yuvardj Kisore Candra Singh Deo. accompanied the king in the 
chariot for the royal procession. 


Ceuputnaik or Chamupatnaik is one of the important functionaries both of the palace and the 
temple. He is the king's chief attendant, who organises the daily programmes. We observed that during 
the royal procession, on the occasion of the car festival’s return journey, the Ceupatnaik led and 
escorted the king to the tdmzen. The Ceupatnaik also escorted the king into the Jagannatha temple 


for darsana by holding his right palm. The king’s left palm rests on the sword tied to his 
waist. 
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Baxipatnaik (fig. 238) is the chronicler or the King’s record keeper. We verified a number 
of records in his possession. He also maintains temple records which are directly linked to the palace. 
They pertain to the marriage of the princess of Dharakote and throws light on the social customs and 
traditions. Any record without the seal and signature of Baxipatnaik is not valid. 


Citrakdra is an important sevaka of the Jagannatha temple. He paints the anasarapatis. the 
deities, the chariot for the car festival, doors of the temple and palaces of Rekhdaparicqmi. He lights 
the mahadipa (great lamp) on the top of the temple on ekddasi nights. As discussed above. he does 
mukhasingara (fig. 222) of the deities. Earlier, there were three citrakdras for the seva of the three 
deities. But now Jogindra Mahapatra (fig. 239) has been requested by his brothers to do the sevd 
in the temple single-handed. Daraji’s assistance is needed during the car festival. He prepares the 
mandant cloth for the car, and repairs the applique umbrellas, ¢chatris and trasas of the temple and 
the palace, In Dharakote, there remains now one family of daraji. Since the decoration work has been 
minimised on the car. the daraji does very simple work. 


Svasapariksa is the head of the team of bhois who carry the deities and the king in processions. 
In the past, they used to carry the queen and the princesses in palanquins for their travelling. 


Kumbhara or potters prepare pots, earthen lamps, etc. for use in temple and palace rituals. 
Nowadays, due to the introduction of aluminium utensils, the use of earthenware has been minimised, 
but from the view point of purity, earthenware is essential in any festival and ceremony in the temple. 


The potter now supplies pots during the car festival in the temple, and during the dasahara festival 
in the palace. 


Apatas are the milkmen or gauda who clean utensils in the temple and in the palace. Nowadays, 
the sudra takes home the cooked aluminium pots with prasada. Then the pots are cleaned by his family 
members. On ceremonial occasions, utensils are cleaned by dapatas. 


Gantdagharid is a responsible functionary. The gantdagharid or the storekeeper keeps the 
jewellery, costumes, utensils and other property of the temple in safe custody. Besides, he also remains 
in charge of the ration store from where rice, dd/, ghee, etc. are supplied to the temple. He maintains 
an account. Rama Prasada Panda told us that whenever he used to receive jewellery, ornaments and 
saris for the deities he had to sign in a book kept with the gantdgharida. After the functions are over, 
these would be returned and kept locked. There is a bhanddaraghara (bhandarabakhard) attached to 
the majhibakhard of the temple, but valuables of the deities are stored in the palace. 


Gantdagharakarana is a clerk attached to the storeroom. He also helps the storekeeper to 
maintain accounts. 


Deulakarana: He is a clerk who remains in charge of all the fairs and festivals of the temple. 
He is Baxipatnaik's assistant, maintains accounts and supervises functions. 
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Bhandaribehera: The barber fetches puja articles, wood for the homa and other rituals in the 
temple. He remains present at most of the ceremonies and festivals. Sometimes his son accompanies 
him or represents his father. He is known as dakudpua. He is indispensable as a messenger of the 
temple. 


Kharijavrahmana: Any Brahmin who in lieu of his duties received prasada from the temple 
is known as a khanjabrahmana. 


Candasevaka receives Canda (share) from the temple for the duties he renders. 


Parichakarana is the superintendent of the temple. He looks after the overall management and 
supervises the outward activities of the temple. 


Hatapada attends to various minor works of the temple. He is entitled to a portion of the 
prasada assigned for the sudra. 


Tahalia works as a sweeper. He sweeps the temple floor, cleans utensils in the kitchen and 
runs errands. 


Gitagovinda: We have already mentioned that there was the Gitagovinda seva for which temple 
prostitutes (guni) had been employed. Gitagovinda was being recited after badasinghdara dhiupa each 
evening. 


Gunimela : These were the prostitutes who used to dance in processions and also during capa. 


Purohita is the priest of the temple as well as of the king. He is the main functionary in all 
the rituals. The purohita also sweeps the floor of the devasnanamandapa and chariot in the absence 
of the king. 


Arata Misra was akin to a priest. He used to prepare the list (jabita) for festivals and 
ceremonies. 


Bajanti is the drummer who plays the drum on festive occasions. The cangu and mrdanga 
players are also known as bajanti. 


Sankhud is the conch blower who attends the temple each evening to blow the conch during 
ara. 


Kahdlia is the piper who is required tou be present in the temple both in the morning and 
evening to blow the pipe in each dhupa and drati. The kahalia has an important role in the car festival. 
He blows the pipe during pahandi and the car festival. 


Besides the sevaks listed above, we have come across daitapatis (fig. 240), carpenters or 
vindhanis and other functionaries who supply flowers and tulasi to the temple. We watched a very 
interesting seva during the pahandi in the car festival. A sevaka called Trinatha Kuanra (fig. 232) used 
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to aim flowers at the deities (particularly at Jagannatha), with his bow. On being questioned, he told 
us that his was the bow of Kamadeva, the God of Love, and that he was aiming kamasara or phiilasara 
(the arrow of love or the arrow of flowers), to excite Jagannatha. He had been instructed by the 
Goddess Laksmi to do so, because Jagannatha had left Laksmi inside the temple. This particular seva 
is not even prevalent at Puri. Daitdapatis have a major role during anasara. They also carry the deities 
in pahandi (figs. 224, 225, 226). These daitapatis come from neighbouring villages during the 
devasndnapirnima and the car festival. They also ceremonially offer camara and alata. Vindhanis or 
carpenters have a significant role in the construction of the chariot. The carpenters live in the nearby 
villages, namely Balisira, Nandighora, Jahada, Dakabajagrama, Kairapalli, etc. Their ancestors had land 
grants. But now they work on daily wages. They call themselves santhabethia. Their services are also 
utilised by the king in the palace. 


The sevaka system in the Jagannatha temple of Dharakote speaks of an age-old tradition. 
Although there is no codified list of sevakas and record of rights, both the traditional and voluntary 
sevaks offer their services for daily rituals and annual ceremonies. It is really amazing to observe how 
the system of sevakas functions and how the temple operates every day without any major hinderance. 
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CHAPTER SEVEN 
CONCLUSION 


The study of architecture, sculptures, paintings and rituals of the Dharakote Jagannatha temple. reveal 
many interesting and valuable facts which substantiate Orissan art and traditions in general, and South 
Orissan art and regional traditions in particular. This may provide a module to document similar 
temples in the area for art stylistical analysis. 


India is in a statc of transition, changing rapidly from a rural agricultural economy to an urban 
industrialized one. This is when traditional values are faced with a natural serious setback, making 
the study, of these values in art and society all the more challenging. In the present study we learn 
that even though the king who is relieved of all royal powers by the law of the land, is still held in 
high esteem, and recognised king by the people of the locality. I saw an unprecedented crowd in the 
palace, and also on the badaddanda of Dharakote, on the occasion of the return journey of the car 
festival this year. People were eager to get a glimpse of their king in his royal attire. No doubt, the 
king resides among the people, but to see him in his royal pageantry during the car festival is a 
highlight. It reveals people's vulnerability to royalty and to traditions that are (ust fading out. Dharakote 
is only a case in point. A vast potertial exists waiting to be explored. 


It is ironical that while a majority of the Jagannatha temples languish owing to lack of patronage 
in South Orissa and elsewhere, new Jagannatha temples are being built rapidly, displaying vulgarity 
in architecture and sculptural embellishment. These sprout in urban areas throughout the state. making 
Jagannatha more and more popular. Faith in the supreme power of a deity enshrined in a temple 
provides the impetus for more temple building. The only difference is that these temples no longer 
remain as centres of traditional art. The mahdrands, whose forefathers had built the old temples are 
now building these ugly structures. With the lack of aesthetic taste. traditional sthapiras have changed 
their style and today have opted for a readily acceptable formulae in the tempie building. Aesthetic 
sensibility is on the wane in the Jagannatha temple at Puri, which once was a model for several regional 
temples. In the matter of the Jagannatha cult and related traditions, Puri sets the standard, whereas 
the regional temples apply their own rules. This is illustrated in the following incidents. For example, 
the car festival (gundicd) is more important an occasion in Puri while the return car festival (bahuda) 
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is important in Dharakote. The regional temples apply the reverse rule, and the royal procession at 
Dharakote on the occasion of the return car festival (bahudad) is really unique. 


The study of rituals reveal that there was the Gitagovinda seva in the Jagannatha temple during 
badasirighara dhupa. for which temple dancers were appointed. These dancers were recruited from 
the South. The term gudisani mentioned in the Ganga inscriptions for temple dancers has a far deeper 
connotation. It is a Telugu word and has most probably been inducted into the language along with 
the temple dancers ‘who came from the South. Tikiri Candra Patra, the lone survivor from the group 
of temple dancers employed by the kings of Dharakote for temple service, calls herself guni. This seems 
to be a derivative from the word gudisdani. It could also be an abbreviated form, with the first and 
the last letters (‘gu’ and ‘ni’). The existence of gopura in temple architecture is a distinct influence 
from the South. The list of ornaments in the temple records pertaining to the marriage ceremony 
of the princess (rdjajema), may also be attributed to influences from the South. Most of these ornaments 
are still worn by women in South Osissa, and are depicted in mural paintings inside the Jagannatha 
temple. 


After analysing both the sculptural and painting traditions, it is ascertained that though the same 
themes have been rendered both in sculpture and painting, each manifests itself in different ways. 
Although they look similar, they differ in details. In general, the sculptures are inclined to the classical 
tradition. whereas the paintings lean more towards a vernacular style. The paintings are far fresher 
and more imaginative. There were modern influences on paintings too. However, the basic differences 
in the two visual mediums depends on the material used and the craftsmen. This is far better explained 
through examples. Let us take the themes of Bakasurabadha (figs.69, 180, 182) and Sakatasurabadha 
(figs. 70,185). The compositional arrangements are quite different in the case of paintings and 
sculpture. While Krsna appears to easily tear open the beak of the unmoving crane in the sculptural 
panel. he applies force and even pushes the bird with his right leg in the painting (fig.188). In fact, 
in the painting, the bird attempts to attack Krsna with his wings opened wide. In the painting, there 
is an attempt to naturalism in the depiction. 


In the Sakatasurbadha sculpture (fig. 70) owing to lack of space, the cart (representing the 
demon) has been depicted upside down in the frontal perspective, whereas in the painting, it is depicted 


in profile view (fig.181). Krsna as a subject is handled in another way owing to different compositional 
arrangements. 


Similar variations are noticed in almost all the thematic compositions. In Aghasurabadha relief 
(fig. 77) Krsna emerges from the mouth (jaws) of the serpent while he twists its body and holds 
it over his own head. In this relief, the serpent has a head resembling that of a magara. In the painting, 


however, Krsna is seen dancing on the head of the serpent while holding its body over his own head 
(fig. 182). 
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The absence of mithuna and maithuna figures in painting is another basic difference. Here. 
it could be said that the sculpture has followed the age-old tradition, whereas painting is influenced 
by certain reformatory taboos of early twentieth century society. But being guided by an intense creative 
urge, the master painter of Dharakote has used the pretext of animal motifs in the mankadakandi to 
satisfy his desire to show erotic symbolism. In fact, erotic scenes are not found in any of the mural 
paintings in Orissa. One could say that the attempts of the Dharakote masters are daring. The erotic 
or maithuna figures with which painting is connected are the painted stucco works on the temple 
facades. beginning with Jagannatha at Puri, to modern temples all over the State. 


South Orissa is quite rich in palm leaf traditions. A number of illustrated palm leaf manuscripts 
have been found in this area. Fortunately, it has been possible to identify the works of one artist, 
Raghunatha Prusti, of Mundamarei, most of whose illustrated palm leaf manuscripts have been collected 
and documented.® A majority of his illustrations are in the prayers for the Lord Jagannatha (fig. 19, 
17. 18) (Artatrana Cautisa, Krpasindhu Janana, and Kundali Jandna). 


There are similar themes both in the palm leaf illustrations and in the mural paintings which 
can be compared. Let us discuss two themes, viz., Gajoddharana (figs. 19, 17, 172) and Kamsabadha 
below. In the Gajoddharana theme, the flying postures of Garuda carrying Visnu on its shoulder 
are similar. Visnu/Narayana is seated on Garuda, in lalitasana, with his upraised chest holding the 
conventional dyudhas. Garuda has spread its wings on both sides, and holds a branch of a tree in 
his right hand according to the palm leaf, and in the left hand in the mural. Of course, the flying 
directions differ both in the palm leaf and the mural. In the palm leaf, Garuda flies from right to 
the left, whereas in the mural the reverse occurs. The standing pose of the palm leaf elephant Gajaraja 
in the water could be compared with its counterpart in the mural. The crocodiles are also placed 
likewise, in between the elephant'’s legs. But there are also major discrepancies. In the mural painting, 
Visnu’s body is dark and there is a herd of elephants inside the water, whereas in the palm leaf, the 
body has no colour, and the elephant is alone inside the water. 


In the Kamsabadha theme, the structural arrangements are basically the same. Kamsa is seated 
unmoving on a low cot or throne against pillows. Krsna attacks Kamsa from the left and tries to pull 
him down by holding a tuft of his hair in his left hand with the flute in the right one. The most glaring 
discrepancy is the treatment of the body colour of Krsna's body which is dark in the mural and normal 
coloured in the palm leaf. In the mural, Krsna stands upright, whereas in the palm leaf, he is shown 
bending to reach Kamsa. This is because Kamsa’s throne is placed high in the mural and low in the 
palm leaf. 


In spite of inconsistencies in visual presentations between sculptures, murals and palm leaf 
paintings, there is a thread of commoness linking murals and palm leaf traditions. At the outset, the 
horizontal character of the murals which connects them to the palm leaf paintings, shows definite 
regional truth making them quite different from sculptures. The master craftsmen of Dharakote seem 
to have been very influenced by palm leaf traditions of the locality. 
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However. when it comes to the regional style in totality, the sculptures, mural paintings and 
palm leaf paintings all share a common origin. In the present study, the role of tradition is so strong. 
that it has been successful in cementing the gaps to project a unified cultural profile of South Orissa 


in the early part of the present century. 
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A 

Adhyaya 
Agarbati 
Aghdasurabadha 
Agyamala 


Akhada 
Akhiphuteiva 
Aksayatrtiya 


Alasakanya 


Alasei 


Amalaka 


Amla(Amalaka) 
Ambakasi 
Ambathia 
Ambila 


Anantasayana 


Anasaraghara 
Anasarapati 


Antapana 


GLOSSARY 


Chapter 
Incense stick 
Killing of serpent demon Agha 


The flower garland originally offered to Lord Jagannatha signifying the 
lord's order or permission for undertaking any work. 


Community house where gymnastics, plays,etc. are rehearsed 
To paint eyeballs 
Third lunar day of the bright fortnight of the month of Vaisakha 


Graceful or playful maiden, nayikd, decorative female figure mostly on the 
outer side of the temple 


Same as alasakanyd 


Circular crowning member of the temple in the shape of a fluted disc 
resembling an amalaka fruit 


Embelic myrobalan; Phylanthos embaic 
Tender mango 

Neither too liquid, nor too dry a condition 
Sour cooked liquid 


Theme depicting Visnu on the coil of the seven-hooded legendary serpent, 
floating on the ocean of milk. 


The chamber where tthe anasara partis are hung 
Paintings used in the Jagannatha temple as substitute of icons 


Waistband 
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Anwratha, Anartha 


Amnukula 
Apaia 


Arati 


Arnabhoga 


Artairana CautiSsa 


Arud rice 
Asadha 

Astami 
Astadalapadma 
mandala 


Astra 


Astasakhi 


Asura 
Ataradani 


Avaranamurtis 


Avatara 


Avudha 


B 
Bada 
Badadéanda 


Badasimghdaradhupa 
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Vertical part of the wall, running from the base to the roof of the mukhasdala 
and from the base to the top of the temple,between the konaka and the 
raha. 

Auspicious beginning 

Cowherd 


Ceremonial ritual of waving the lamp usually three times in the temple 
before the deity 


Cooked offerings, Oriya version of Sanskrit Annabhoga 


A prayer to Lord Jagannatha in thirtyfour stanzas by the eighteenth century 
poet, Dinakrsna Dasa. 


White rice 
Name of the month in the Oriya calendar ushering in the rainy season 
Eighth day of the lunar fortnight (once in each fortnight) 


Eight petalled lotus circle 


Materials required to cover the wooden images of Jagannatha, Balabhadra 
and Subhadra before painting 


Eight legendary maidens of Krsna: Citra, Campakalata, Lalita, Visakha, 
Sudesi, Tungavidya, Indurekha, Rangadesi 

Demon 

Incense container 


Lesser divinities on the outer walls of the temple surrounding the main 
deity in the sanctrum 


Incarnation 


Attribute 


Wall of the temple 


Grand road 


Offerings to Lord Jagannatha, Balabhadra and Subhadra before they reitre 
to bed 
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Badasimgharavesa 


Bagakandi 
Bajanti 
Bajubandha 
Bakdsurabadha 
Bakula 


Bakula amavasya 


Bald 
Balabhoga 
Balaramalila 
Bandha sari 
Banakalagi 
Bangdlijuda 
Bandhana 
Bankacula 
Baranda 
Basuni 
Baulapdta 
Baxipatnaik 
Bedhaparikrama 
Beki 

Bela 
Bhadradeula 
Bhadrava 


Bhadravaekaddsi 


Bhagavata ghara 
Bhakti 


GLOSSARY 

Dress which is worn by Jagannatha, Balabhadra and Subhadra while retiring 
Compartment with painted crane motif 

Drummer 

Armlet 

Killing of crane demon (by Krsna) 

Mango bud, Minusops Elengi 


The new moon day in the month of Pausa when mangobuds in lieu of Tulsi 
leaves are offered to the deity. 


Ring 

The first morning offering 

Deeds of Balarama 

Tie-and-dye sari. 

Application of paints 

Loose bun 

String course, cornice, series of horizontal mouldings along a wall 
Tilted plume 

Top portion of the temple bada, junction of the wall and spire 
Nose pendant 

Silk cloth of light yellow colour 

Palace chronicler and keeper of records 

Circumambalation of the temple complex. 

The neck of the temple, between the spire and the damalaka 
Aegle Marmelos, fruit of a tree. skt.vilva 

The front hall of the temple with a pidha roof 

The first month of autumn in the Oriya calendar 


Eleventh day of the bright fortnight of the lunar month of Bhdadrava - the 
Parasvaparivartana Ekadasi 


A shrine/house where the Bhagavata is worshipped /recited 


Devotion 
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Bhanddaribehera 
Bhandrabakhara 
Bhanddaraghara 
Bhangi 

Bhoga 


Bhogamandapa 


Bundi 


C 


Cahanimandapa 


Cakhanda 
Cakra 

Cakuli 

Calanti Visnu 
Camara 
Camaradharini 
Campa 

Canda 
Candasevaka 


Candan yatra 


Candana 
Candrakanaphula 
Candra Surya 
Candra 

Caru 
Caukicampa 
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Barber who organises puja articles, wood, etc. for rituals in the temple 
Storeroom 

Storehouse 

Inclination, bend of the body 

Offerings in the temple 


The fourth chamber in the temple complex where offerings are made to the 
enshrined deities 


Dot 


The pavilion from where Goddess Laksmi casts a glance. This mandapa is 
inside the Jagannatha temple complex 


Half a hand’s length, an old unit of measurement 

Disc 

A flat circular cake made out of rice and black gram 
Representative of Visnu on earth, the king 

Flywhisk 

Fly whisk bearer 

Name of gold ear ornament 

Portion of the offering shared by the priest 

Temple servant who receives a share from the temple offerings 


Sandalwood festival celebrated for twenty-one days from the third day of 
the bright fortnight of Vaisakha 


Sandalwood 

Ear ornament in the shape of a crescent moon 

Moon and sun 

Moon 

A sour liquid prepared out of tamarind, popular in South Orissa 


Ear ornament 
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Ceu Patnaik 
Chatisa Nijoga 
Cherapahara 
Citaupitha 
Citrakama 
Citrakara 

Cula 


Cuna 


D 
Dakshinijuda 
Dadhinauti 
Ddalamalika 
Dalimva 


Dandi 


Dandi Ramayana 


Daraji 
Darpana 
Darsana 
Dasami 
Dasamaskanda 
Dasamnula 
Devaniti 


Devasnana 


Devasnanamandapa 


Devasnanapurnima 


Dhanusamkranti 


Dhupa 


GLOSSARY 
The king’s chief attendant 

Thirty-six orders of servants of the Jagannatha temple 
Ritual sweeping 

A flat circular cake baked from one side only 
Painting work 

Painter, artist 

Plume 


Lime 


Southern style tight bun 

Kalasa, water pot shaped finial of the temple 

Woman holding the branch of a tree 

Pomegranate (fruit and tree) Punica Granatam 

Nose pendant 

Rdmdyana composed by Balarama Dasa 

Tailor 

Female figure holding a mirror 

Ritual visit to a temple 

Tenth day of a fortnight in a lunar month 

Tenth book of the Bhagavata dealing with early life of Krsna 
Medicinal preparation for fever, cough, etc.made of ten herbs 
Temple rituals 

Bathing of the idols 

Pavilion where the idols are bathed 

Full moon of Jyestha 

The first day of the solar month of Dhanu (mid December) 


Food offering in a temple 
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Dikpala 
Dolapurnima 
Dopichasimha 
Dopakhasintha 
Doria 


Dasdavatdara 


Dvadasi 
Dvarageda 
Dvarapdla 


Dvarasimha 


E 
Ekadasi 


Ekdantadarsana 


G 

Gdaikandi 
Gairika 
Gajamukutahara 
Gajapati Raja 
Gajoddharana 
Gama 

Gamha 
Gamhapurnima 
Gandabhairava 


Gandi 


Ganjapa 
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Guardians of the directions 
Full moon day of the lunar month of Phalguna 
The corner Lion (Karna Simha) 
See above 
Horizontal narrow list or band 


Ten incarnations of Visnu: Matsya, Kachapa, Varaha, Vamana, Narasimha. 
Rama, Parusurama, Balarama, Buddha and Kalki 


Twelfth day of a fortnight in a lunar month 
The entrance arch in a chariot 
Door guardian at the entrance of the shrine 


Lions at the entrance to the temples 


Eleventh day of a lunar fortnight 


Exclusive and private audience 


Compartment decorated with the cow motif 

Red ochre 

A chain with a pendant studded with the legendary pearl from the elephant 
Rdjd of Gajapati dynasty 

Theme depicting Visnu rescuing the elephant from the jaws of the crocodile 
Antardla (that connects two temple chambers) 

Earthen mound 

Full moon day of the month of Sravana 


A mythical bird who can fly while holding several elephants in its beak, 
wings and claws 


The spire of the temple 


Circular playing card 
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Gantaghara 
Gantdagharid 
Gantaghara karana 
Ganthijuda 

Garada 


Garudabakhara 


Gauda 

Geru 
Ghagharda 
Ghana 
Ghanta 

Ghat 
Gharakarana 
Ghodakandi 
Girigovardhana 
Gitagovinda 
Godakhadu 
Gopalila 
Gopura 

Guda 
Gudisdani 
Gudisani 
Gumasta 
Guna 

Gundica yatra 
Guni 


Gunimela 


GLOSSARY 
Storeroom 
Storekeeper 
Clerk in charge of the store 
A knotted bun 


Round polishing stone 


Ndtamandira, the third chamber in the Orissan temple complex where the 


Garuda pillar stands 

Milkman 

Red ochre 

Skirt like dress worn by women 

Oil pressing mill 

Bell 

Bathing place in a river or a pond 
Household 

Compartment decorated with the horse motif 
Theme depicting Krsna lifting Mount Govardhana 
The poem composed by twelfth century poet, Jayadeva 
Anklet 

The deeds of Krsna in Gopa 

The two storeyed temple entrance 

Molasses 

The temple dancer 

See above 

Clerk 

Nose ornament 

The car festival 

The temple dancer (prostitute) 


The group of temple dancers 
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H 
Haladivasanta 
Hamsaguna 
Hamsakandi 
Hara 

Haribol 
Harinakandi 
Haritalabanaka 
Harikandi 
Hiranyavidarana 


Homa 


J 

Jabita 
Jagamohana 
Jalakrida 
Jangha 
Janmasthana 
Jaunlaveni 
Jhada 

Jhara 

Jhika 


Jhulana Yatra 


Jhumpa 
Jhumuka 
Jisa 
Jodianta 
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Light yellow sari 

Circular nose ornament resembling goose 

Compartment with painted swan motif 

Lord Siva 

Singing of Hari’s name 

Compartment with painted deer motif 

Painting of the chrome yellow 

Compartment with painted elephant motif Hingula vermilion 
Tearing open the bowl of demon Hiranyakasipu by Narasimha 


Sacrificial fire 


List 

Porch, pidha temple in front of the main deula 

Water sports 

Pilaster-like projecting wall-element detailed as konaka. anartha, raha 
Birth place 

Twin braids 

Hanging lamp 

Sculptured hanging ornament 

Ear ornament with chain 

Celebrated for seven days from the ninth day of the bright fortnight of 
Sravana 

Pendant 

Ear pendant 

Miniature shrine on the gandi portion of the main temple 


Double rimmed stone structure placed on the gandi portion of the temple 
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Jyestha 


Jyesthapurnima 


K 

Kacha 
Kadamava 
Kdahalia 
Kaithaatha 
Kakara 
Kalameghi 


Kalasa 


Kamkana 
Kamakunjara 
Kamasara 
Kdanaphula 
Kancala 
Kancivijaya 
Kandarapa Ratha 
Kandi 
Kaniara 
Konikapaga 
Kanti 

Kapa 

Kapitha 


Kartika 


Kdartika Purana 


GLOSSARY 


Name of a month in the Oriya calendar, the second month of the summer 
season 


Full moon day of the month of Jyestha 


End portion of a dhoti worn by a man tucked in at the back 
(Haines) Monsoon flower. 

Piper 

Gum from elephant apple 

Sweet rice cake deep fried in ghee 

Resembling the dark clouds 


Crowning element of the temple in the form of a stone-vase, figuring as the 
container of the nectar of immortality 


Gold wrist-band 

Elephant composed of women figures 

The arrow of the cupid, the God of Love 
Ornament for the ear in the shape of a flower 
Breast band, blouse 

Episode depicting the march of Jagannatha and Balabhadra against Kanci 
The car of Cupid (composed out of women figures) 
Compartment 

(Cessia) the full bloom in yellow 

The corner buttress of the temple 

The projected horizontal slab 

Ear ornament 

Elephant apple 

Eleventh day in the bright fortnight of Kartika, 
Badaekadasi the day of fasting 


Epic eulogising the month of Kdrtika 
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Kasu 

Kasturi 
Kaudi 
Kaupina 
Kesara 

Ketakt 
Khadilagi 
Khadu 

Khaja 
Khalipakeiva 
Khanjabrahmana 
Khapuri 
Kharadacuna 
Khirasagara 
Khiri 

Khopd 

Khosa 

Kiran 
Kirtimukha 
Kiritamukuta 
Kolibika 
Krsnalila 
Krsnasingha- 
Mahabharata 
Kubwa 
Kuliadeula 
Kumarapurnima 


Kumbhara 
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A chain attached with several circular pendants 
Musk 
Cowree 
Loin cloth 
The filaments of the flower or mane of a horse or lion. 
Flower variety of screw pine tree, Pandanus Agriculatus 
To apply chalk coating 
Wrist-band 
Crisp sweet made out of wheat rice and sugar 
To apply the primary coating over the canvas 
A Brahmin entitled to a share in the temple offerings 
Skull or the sealing portion of the spire 
Rough lime plaster 
Legendary ocean of milk where Visnu floats on the serpent 
Liquid cereal 
Chignon 
Chignon 
Crown 
Face of glory, human face in the central circle of vajra-mastakas 
Crown with decorative band at the front 
Selling of berries 
Deeds of Krsna 
Mahabharata composed by King Krsna Singh of 
Dharakote 
The hunchbacked woman who was transformed into a beauty by Krsna 
Gateway temples built at the four corners in the compound wall 
Full moon day in the month of Asvina 


Potter 
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Kumbhadhadi 
Kumkuma 


Kusa 


L 
Lalitabhangi 
Lalitasana 
Lata 
Lavanikhida 
Lotanijuda 


Lotaniveni 


M 

Machi 
Madalapdanji 
Madhavi 
Madhusajya 
Madhyaprava 
Madhyavindu 
Magara 


Magha 
Mahdadipa 
Mahdalaksmipuja 
Mahdaranda 
Mahabharata 
Mahavisuva 


Majhibakharda 


GLOSSARY 
Border with pyramidal motifs 
Vermilion powder 


Grass used in the rituals 


Delicate posture 

Delicate sitting posture with one leg hanging down 
Creeper 

Referring to Krsna who is fond of butter 

A chignon dangling on the shoulder 


Braid which hangs in front 


Nose ornament 

Chornicle of the Jagannatha temple 

A flowering creeper, Hiptage Madablata 

Honeymoon 

Name of the book in the Mahabharata 

The centre point in a compositional diagram 

Legendary acquatic animal, a species of crocodile with a small proboscis. 
vehicle of Varuna and Ganga 

Name of a month in the Oriya calendar, second month of winter season 
The lamp lit on the top of a temple 

Worship of the Goddess Laks$mi 

Surname of a traditional architect, or a painter, or a sculptor in Orissa 
The great Indian epic composed by Vyasa 

Observed on the first day of the solar cyclic year 


Jagamohana or mukhasald in the complex 
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Majhikandi 


Makaracdaula 


Makarakundala 
Makarasankranti 
Mali 

Mallikadhi 
Mallakadi 

Mana 


Manabhanjana 


Mandani 


Mandapa 


Mandara 


Mandiracarini 


Mangala arati 


Manihara 
Margasira 
Mathamani 


Mathuragamana 


Minakhi 
Mithuna 
Mohanabakhara 
Motaakala 
Mortihara 


Mrdanga 
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Central compartment 


The first grains of rice grown which are offered to the deities on Makara 
Samkranti 


Earring in the shape of makara 

Observed on the first day of the month of Magha 
Gardener 

Earring 

A string of gold or silver balls, resembling jasmine buds 
Vanity 


Name of a drama dealing with Krsna's endeavours to regain the love of 
Radha whose pride had been earlier hurt 


Decoration 


Pavilion, hall in front of the main shrine, mukhdsalda, small shrine made 
with pillars and pyramidal roof 


China rose, Hibiscu Rosa 


Crouching women seated at the beki portion of the temple as of supporting 
the dmalaka 


Ceremonial waving of the lamp before the deities in the morning after the 
temple is open to the public 


Chain holding precious gem 
Name of a month in the Oriya calendar sacred to Goddess Laksmi 
Ornament (pendant) worn at the central parting of the hair 


Theme depicting Krsna’s journey to Mathura, escorted by Akrura at the 
invitation of Kamsa 


Fish-eyed woman 

Amorous couple 

Ndtamandira, the third chamber 
Thick black line 

Chain with pearls 


A drum 
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Mudi 

Mudra 

Muga 

Muhanta 
Mukhdasdala 
Mukhasimghara 
Mukhavasa 
Mukuta 


Muruja 


N 

Ndacuni 

Nagara 
Nagaram 
Ndagesvara 
Nahara 

Nanu 

Ndrikela 
Ndtaka 
Ndatamandira 
Navadina Yatra 
Navagraha 
Navagrahapdta 
Ndvakeli 
Navandrikunjara 
Navata 
Navatala 


Navagunjara 


GLOSSARY 
Ring 
Seal, covering, hand gesture 
Green gram 
The projected horizontal slab facing outside 
Hall in front of the main temple, also called the Jagamohan or mandapa 
Painting of the faces of the wooden deities in the Jagannatha temple 
A cloth used to wipe the face of a deity after ritual offerings 
Crown 


Stone powder used to draw ritual diagrams 


Dancer 

City 

Ornament worn on the back of the head, at the base of the braid 
Mesnafera. The name of a scented flower 

Palace 

A chain worn around the neck 

Coconut 

Play 

Dancing hall 

Nine-day festival of Lord Jagannatha 

Nine planets 

Stone slab depicting the nine planets 

Recreation on the boat, Krsna used to perform ndavakeli with gopis 
Elephant composed of nine women 

Hard molasses 

Nine-storeyed 


A mythical animal composed of nine limbs of animals, birds and human 
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beings, such as the head of a cock, the hump of a bull, the neck of a 


peacock, a snake as the tail, the waist of a lion, the legs of a tiger, a horse, 
an elephant and a woman's hand holding a lotus or a cakra 


Netrautsava Painting of eye ceremony 

Nila Blue 

Nilameghi Sari resembling the colour of blue clouds 

Nilamvarit Blue cloth, blue sari 

Notha Nose ring 

0 

Odhana Veil 

Odhani Shawl 

Odhanasasthi Celebrated on the sixth day of the bright fortnight in the month of 


Madrgasira, ( at the advent of winter) when the deities are given new shawls 


Otakandi Compartment decorated with camel motifs 

P 

Pabhaga The lower portion of the bada 

Paciri Compound wall 

Padmamandala Lotus diagram 

Padmasana Lotus pose 

Pahuda vije To sleep 

Pahudavijekaranti Goes to sleep 

Pahilibhoga The early morning offerings in a termple, in the month of Pausa 
Pyjama Trousers 

Paikacha End portion of the front portion a dhorti tucked in at the back 
Pana Betal 

Pandbaita A container for betel leaf 
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Pdanapika 
Panasa 
Panasamkranti 
Panata 

Panci 


Pancamrta 


Mahasnana 
Panda 

Paricha 
Paricha karana 
Parsvabhangi 
Parsvadevata 
Pata 
Pausapurnima 
Pendi 

Pharud 

Phasia 

Pidha 
Pidhamundi 
Pidhamandapa 
Pihania 
Phiriphira 
Pitamvara 
Pitha 

Potala 

Pothi 


Prdacira 


GLOSSARY 

Spittoon 

Jack fruit, central pendant from the ceiling of a wooden mandapa 
Observed on the first day of the month of Vaisakha see mahavisuva 
End portion of a sari 

Front folds of the dhori worn by a man. 


Bathing of the deities with five nectars, such as milk, honey, molasses, 
curd and ghee 


Great bathing ritual 

Brahmin in the service of the temple 

Superintendent of the temple 

See above 

Profile, side pose 

The cult deities which adorn the three sides of the main shrine 
Slab 

The full moon day of Pausa 

A small tassel, hanging from a circular nose ring 

Small wooden casket 

Wire ring for the nose and ear 

Downward curving pediment, covering, crowning element 
Miniature shrine wtith a pidha roof 

A porch with pidha roof 

A small tassel-like spoon, ear ornament 

Hanging tassels 

Yellow cloth, worn by Krsna 

Plinth of the temple 

Shrine with walls and domed roof, without pillars 
Manuscript 


Compound wall 
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Prasada Offerings 
Prasada Palace v 
Prathamakhanda First portion 
Pratima Idol 
Pratipada The day follows the full moon,and the new moon 
Pratistha Consecration 
Puja Worship 
Purana Epic 
Purohita Priest 
$ Purnakumbha Foliated vessel 
Purnima Full moon day 
R 
Radha Premalila Drama enacting the love sports of Radha. Popular in South Orissa. The 
play is enacted with the help of improvised wooden kunijas 
Ragidi Ornament used by woman on the head at the origin of the braid 
Raha Central vertical division of the temple 
Rdahdapdaga Central vertical projecting division on the wall and spire of the temple 
Rai The horizontal string on the ghanta 
Raika Blouse 
Raja King 
Rajajema Princess 
Rdajaka Washerman 
Rajaniti Kingly rituals 
Rajavarta Blue 
Ramayana Indian epic composed by Valmiki 
Rangatekha Doing ornamentation and detailing in a painting 
Rangasabha The bow festival organised by Kamsa to trap Krsna 
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Rasa 
Rasalila 


Rasamandala 


Rasitela 

Ratha 
Rathapratistha 
Ratnamunda 
Ratnasimhasana 
Ravanarachatra- 
bhanga 
Rekhapancami 


Rekha temple 


Rosaghara 


S 

Sadhi 
Sadhibandha 
Sadhu 

Sakara 

Sakara Badha 
Sdarathi 

Savaka 

Sali lantara 
Satapuriamavasya 


Samkirtana 


GLOSSARY 
Sport of Krsna and gopis 
Where Krsna dances with sixteen thousand gopis 


A painting or sculpture in a circular composition where Krsna is shown 
dancing with gopis 


Sesame oil 

Car 

Consecration of the chariot (car) 

The final stone which seals the roof of the temple 

Pedestal with a recessed middle encrusted with jewels 

Theme showing Rama destroying the royal umbrella of Ravana who had 
arrived in his flying chariot, to assess the strength of Rama's contingent 
Celebrated on the fifth day of the dark fortnight in the month of Bhadrava 


Temple with a curvilinear spire which houses the (Sikhara temple) main 
deities 


Kitchen 


Cloth worn by women 

Ceremony of investiture for the servants of the Jagannatha temple 
Hermit 

Fried cake prepared out of rice and molasses 

Killing of cart demon 

Charioteer 

Arrow 

Recesses on the temple facade to direct the flow of rain water downwards. 
Celebrated on the new moon day in the month of Bhadrava 


Dancing and singing of the Lord’s name to the accompaniment of drums. 
cymbals, etc. 
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Sanca 


Santha bethia 
Sankhud 
Sarukala 
Sarvaghanta 
Seva 


Senakatha 


Sevaka 

Sikhara 
Sikharacdala 
Silapathara 
Simhakati 
Simhadvara 
Simhasanapata 
Sindura 

Sinthi 


Sivaratra 


Sndanavedi 
Sohalasahasra 


Sravana 


Srianga 


Sriangaphitiva 


Srihasta 
Srisarkar 
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Gift consisting of rice, dal, vegetables, ghee, molasses, etc. given to 
Brahmins and painters for their services. 


He who does voluntary service in the king’s palace 
Conch blower 

Fine black line in a painting 

An order of bhadra temple 

Service with reference to a temple 


A plank in the chariot which is removed by the Goddess Laksmi to avenge 
her insult 


Servant 

Spire of the temple, also called vimana, garbhaka, garbha-mandira 
Spiral roof 

Grinding stone 

Waist resembling that of a lion 

Lion’s gate 

Wooden plank on the lion’s throne 

Vermilion 

The ‘partings’ in the hair 

Fourteenth day of the dark fortnight in the month of Phalguna on which 
Lord Siva was born. Devotees keep vigil throughout this night 
Bathing platform of the deity 

Sixteen thousand 


Name of a month in the Oriya calendar, the second month of the rainy 
season 


Divine body 


To open the divine body, to remove the cloth layers from the images of 
Jagannatha,etc. 


Divine hand 


Divine Lord 
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Suara 


Subhadraharana 


Sukacancu 
Sunasankha 
Sundari 


Sundrivesa 


Svasaparicha 


T 

Tada 
Tahalia 
Tala 
Talabhadi 
Talajangha 
Tarkari 
Thali 
Tilapuspa 
Tinigodia 


Tippakhata 
Tippana 
Topikirati 
Tribhanga 
Trtiya 

Tuli 


Tulasi 


GLOSSARY 

Cook 

Elopement of Subhadra 

Nose resembling the beak of a parrot 
Gold bangles 

Goldsmith 

Krsna in the guise of a goldsmith 


Head of the team of bhois who carry the deities in the procession 


Armlet 

Sweeper and messenger 

Unit of measurement 

Lower tier 

The lower portion of the temple bada 
Curry 

Plate 

Sesamum flower 


Animal standing on three legs. A sitting lion motif with one leg raised 
found on the temples 


Notebook 

Notes 

Royal crown 

Three way bend of the figure 

Third day following Purnimda or Amdavasyd 
Brush 

Basil 
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Uparajdangha The upper portion of the temple bada 

Upavana Garden 

Urtariva Upper garment 

\ 

Vaudehisa Rama 

Vaisakha Name of a month in the Oriya calendar, the first month of the year 

Vajubandha Armlet 

Vana Forest 

Vanajaga Fire sacrifice performed in the forest, before felling trees 

Vandhaveni Twisted braid 

Vankajuda Tilted bun 

Vastruharana Theme of the painting and sculpture in which Krsna stole the clothes of 
thegopis 

Vastraliagiheva To put on clothes 

Vasuni Nose pendant 

Vavulaatha Gum from the, vavula tree 

Vedi Platform 

Veni Braid 

Vidala Mythical creature which is half lion, and half other beings 

Vijebakhard Sanctum where the deities are enshrined 

Vijepratima Portable idol representing the main deity 

Virasana Seated posture with one knee on the ground, and the other raised 

Viri Black gram (Phaseolus Radiature) 

Wakhvana In the manner of preaching, explaining 


Wakhvanamudra Hand gesture in the manner of preaching, speaking, explaining, etc. 
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Y 
Yajnopavita 
Yarri 
Yatripata 
Yavana 
Yogacitta 
Yugala 
Yuvaraj 


GLOSSARY 


Sacred thread 

Pilgrim 

Pata painting of Jagannatha meant for the pilgrims 
Muslim 

Deep in meditation 

Pair 


Prince 
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APPENDIX ONE 
List of Temple Sculptures 


Vijebakhara 


south side bada talajangha Rama 
(from left) Parsurama 
Trivikrama Visnu 
rst 


south side bada uparajangha maithuna 

lower tier vidala 

(from left) maithuna 
vidala 
vidala 
maithuna 
vidala 
Yasoda with Krsna 
and Balarama 


south side bada uparajangha maithuna 
Upper tier Krsna Balarama 
(from left) vugala 
maithuna 
Kaliyadalana 
Vastraharana 
maithuna 
Sarasvati 
. maithuna 
west side bada talajangha’ Kachapa avatdra 
(from left) Matsya avatdra 
Bauda (Buddha) avatara 
Balarama 
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west side 


west side 


west side 


west side 


west side 
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bada 


bada 


bada 


bada 


bada 


uparajdngha 
(from left) 


uparajangha 


upper tier 
(from left) 


talajangha 
(from left) 


uparajdangha 
lower tier 
(from left) 


uparajangha 
upper tier 
(from left) 


maithuna 

viddala 

maithuna 

vidala 

vidala 

maithuna 

vidala 

Yasoda with Krsna 
and Balarama 


maithuna 

Krsna Balarama 
yugala 
maithuna 
Kaliyadalana 
Vastraharana 
maithuna 
Sarasvati 
maithuna 


Kachapa avatdara 
Matsya avatdra 

Bauda (Buddha) avatara 
Balarama 


maithuna 
vidala 
maithuna 
vidala 
vidala 
maithuna 
vidala 


maithuna 

vinavadini 

maithuna 

Rama on the shoulder 
of Hanuman 

Yasoda and Krsna 
maithuna 


maithuna 
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north side bada 


north side bdada 


talajangha 
(from left) 


uparajangha 


Kachapa avatdra 
Kalki avatdra 
Narsimha avatdra 
Variha avatdra 


maithuna 


lower tier viddla 


(from left) 


north side bada 


uparajanghah 


maithuna 
vildla 
vidala 
vindvddini 
vidala 
maithuna 


maithuna 
darpand 
maithuna 
padmagandha 
ndyikd 
maithuna 
padmagandhd 
maithuna 


Parsvadevats shrines attached to vifebakhara 


south side 
with 
Varaha 


north side with 


Trivikrama 


west side with 
Narasimha 


Vijebakhard 


first tier 
(from left) 


south side gandi 


Agni on east bada 
Yama on west bada 
Indra on south bada 


Varuna on east bada 
Brahma on west bada 
Aisanya on north bada 


Vayu on west bada 
Nairuta on north bdada 
Indra on south bdada 


ndyika 
Aghasurabadha 
jhampasimha 
ndyaka 
Bakasurabadha 
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south side gandi second tier Krsna 
(from left) vinavadini 
Jjhampasimha 
vinavadini 
Radha Krsna 
yugala 
south side gandi third tier Jjhampasimha 
(from left) 
west side gandi first tier nartaki 
(from left) Kesibadha 
jhampasimha 
Krsna and 
Putana 
of 
west side gandi second tier nartaki 
(from left) mrdangabadini 
$ Jjhampasimha, nartaki 
ndayika 
Krsna 
west side gandi third tier Jjhampasimha 
north side gandi first tier nartaki 
(from left) vindvadini 
Jhampasimha 
nartaki 
nartaka 
north side gandi second tier Krsna 
(from left) nartaki 
Jhampasimha 
nartaki 
Krsna 
north side gandi third tier Jhampasimha 


(from left) 
gama linking vijebakhara with majhibakhara 
south side bada talajangha sculpture 


(from left) Durga 
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south side bada uparajangha 
lower tier 

south side bada uparajangha 
upper tier 
(from left) 


gama linking vijebakhara with majhibakhara 


north side bada talajangha 
(from left) 

Devaki 

north side bada uparajangha 
lower tier 


(from left) 


north side bada uparajangha 


Devaki delivering 
the child Krsna 
Vasudeva carrying 
Krsna 


sculpture 
Ganesa 
maithuna 
maithuna 
vidala 
mithuna 
vidala 
maithuna 


maithuna 
Gajalaks$mi 
maithuna 
alasakanyd 
maithuna 
kanya 
maithuna 


Krsna 
court scene 
Ugrasena with 


Narayana 
maithuna 
Narayana 
Narayana 


maithuna 
vidala 
maithuna 
vidala 
maithuna 
vidala 
Krsna 


maithuna 
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upper tier padmagandha 
(from left ) maithuna 
padmagandha 
maithuna 
rist 
vindavadini 
maithuna 
majhibakhara 


south side bada talajangha Nanda and Yasoda 
(from left ) Yasoda and Krsna 

Saktatasura badha 
darpana 
musician 
ndyika 
Krsna and YaSsoda 
dadhimanthana 


south side bada uparajangha maithuna 
lower tier vidala 
(from left) maithuna 
vidala 
maithuna 
vidala 
vidala 
maithuna 
vidala 
maithuna 
vidala 
maithuna 


south side bada uparajangha maithuna 

upper tier musician 

(from left) maithuna 
alasakanyda 
maithuna 
ndyika holding 
a vessel 
ndyika 
vindvadini 
ndyika 


tu 
ie 
tw 
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baranda 
(from left) 


majhibakhard 

north side bada talajangha 
(from left) 

north side bada uparajangha 
lower tier 
(from left) 


musician 
vindvddini 
maithuna 
nayika 
maithuna 
musician 
maithuna 


alasakanyd 
lotus bracket 
lion bracket 
alasakanyd 
lotus bracket 
lion bracket 
lion bracket 
alasakanyd 
lion bracket 
alasakanyd 
lotus bracket 
alasakanyd 
lion bracket 
lotus bracket 
alasakanyd 


kubuja 

Krsna and gopi 
Krsna killing 
Kubalaya elephant 
Mustika badha 


Sarasvati 
vidala 
Balabhadra 
vidala 
vidala 
maithuna 
vidala 
maithuna 
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north side bada uparajangha Laksmi 

upper tier ndyika 

(from left) Visnu 
vidala 
Annapurna 
sculpture 
ndyika 
maithuna 
vindvadini 
maithuna 

baranda 

(from left) alasakanya 


lion bracket 
lotus bracket 
alasakanyda 
alasakanyd 
lotus bracket 
lion bracket 
alasakanyd 


gama linking majhibakhara with garudabakhara 


south side bada talajangha Yamalarjuna 
(from left) Bakasurabadha 
Agshasurabadha 
Godhanacarana 


south side bada uparjangha maithuna 
lower tier vidala 
(from left) maithuna 
vidala 
vidala 
maithuna 
vidala 
Balarama 
vidala 
warrior 
vidala 
maithuna 
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north side 


bada 
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upper tier 
(from left) 


maithuna 

vinavadini 

maithuna 

musician playing 

on violin 

musician 

nisi | 
Mahismardini Durga 
vidala 


baranda has three lotus brackets and two alsakanyd brackets 


bhandarabakhara 


west side 


west side 


north side 


north side 


east side 


east side 


bada 


bada 


bada 


bada 


bada 


talajangha 
(from left) 


uparajangha 
(from left) 


talajangha 
(from left) 


uparajangha 
(from left) 


talajangha 
(from left) 


uparajangha 
(from left) 


warrior 
Sani 
sculpture missing 


Yama 
Visnu 
Yama 


Girigovardhan 
ndyika with alata 
ndayika 

nayika 


Varuna 

ndyika with camara 
Krsna 

ndyikd with camara 
mridangabadaka 


ndyika 

ndyika 

ndyika with camara 
Sani 

ndayika 
mrdangabadini 
ndyika 
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garudabakhard 

south side bada 
south side bada 
south side bada 
garudabakhara 

south side bada 
south side bada 
south side bada 


talajangha 
(from left) 


uparajangha 
lower tier 
(from left) 


upper tier 
(from left) 


baranda 
(from left) 


talajangha 
(from left) 


uparajangha 
lower tier 
(from left) 


uparajangha 
upper tier 
(from left) 


rshi 
Dhenukasurabadha 
Krsna and Yasoda 
Kaliyadalana 


maithuna 
maithuna 
maithuna 
Yama 


maithuna 
maithuna 
maithuna 
maithuna 
maithuna 


alasakanyd 
alasakanya 
alasakanya 
alasakanyda 
alasakanyda 


rsi 
Dhenukasurabadha 
Krsna and Yasoda 
Kaliyadalana 


maithuna 
maithuna 
maithuna 
Yama 


maithuna 
maithuna 
maithuna 
maithuna 
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southside 


northside 


northside 


north side 


east side 


east side 


east side 


bada 


bada 


bada 


bada 


bada 


bada 


bada 


baranda 
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baranda 
(from left) 


talajangha 
(from left) 


uparajangha 
lower tier 
(from left) 


upper tier 
(from left) 


talajangha 
(from left) 


uparajangha 
(from left) 


uparajdangha 
upper tier 
(from left) 


(from left) 


alasakanyd 
alasakanyd 
alasakanyd 
alasakanyd 
alasakanyd 


Krsna and Sudama 


Vastraharana 


Sandhasurabadha 


IS 


Visnu 
musician 
warrior 
dalatadharini 


rsi 


¢camaradharini 


warrior 
Visnu 


Ramakrsna 


Radha Krsna 


Kamsa with Devaki's 


child 


Nanda and Yasoda 


maithuna 
maithuna 
maithuna 
maithuna 


maithuna 


ndyikd with alata 


maithuna 
maithuna 


alasakanyd 
lotus bracket 
lotus bracket 
lotus bracket 
lotus bracket 
alasakanya 
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gopura 


west side 


west side 


west side 


west side 


west side 
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raha 


mastaka 


bada 


bada 


gandi 


gandi 


baranda 


projection on beki 


on beki 
on rai 


talajangha 
(from left) 


uparajangha 
(from left) 


lower tier 
(from left) 


upper tier 
(from left) 


(from left) 


mandiracarini 
mandiracdarini 
mandiracdarini 


dopichasimha (four) 
jhampasimha (eight) 


maithuna 
Kachapa avatdara 
wrestler 

Kalki avatara 
Krsna 
Jagannatha 


Sarasvati 

Visnu 

deity on magara 
Laksmana 

Rama 

Sita 


Goddess 

rst 

ndyika 

couple 

couple 

Nrtya Ganesa 


$i 
maithuna 
Goddess 
ndyika 
rst 
ndayika 


ndyika 
ndyika 
ndyika 
ndayika 
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east side bada talajangha Narasimha 
(from left) Hanuman 
Brahma 
maithuna 
Matsya avatara 
Yama 


east side bada uparajangha Agni 
(from left) Visnu 
Varaha 
Jagannatha 
Gajalaksmi 
Trivikrama 


east side gandi lower tier mrdangabadini 
(from left) mrdangabadini 
vamsibadini 
nartaki 
Bakasurabadha 
nartaki 


east side gandi upper left Laksmana 
(from teft) Rama 
Sita 
nartaka 
Krsna 
Sandhasurabadha 


gopura 


south side bdada talajangha old woman 
(from left) old woman 

maithuna 
woman spreading 
her yoni 
covered by 
compound wal! 
maithuna 
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south side 


north side 


north side 


north side 


north side 
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bada 


bada 


bada 


bada 


gandi 


gandi 


uparajangha 
lower tier 


uparajangha 
upper tier 
(from left) 


talajangha 
(from left) 


uparajangha 
(from left) 


lower tier 
(from left) 


upper tier 
(from left) 


Vasudeva crossing 
river Yamuna with 
child 

rs 

Krsna, Yasoda 
Aghasura badha 
¢camaradharini 
maithuna 


ISI 
Dadhimanthana 
Mangala 
maithuna 
Astabakrarsi 
Krsna Balarama 


raja 
Sivagana 
Sivagana 
Visnugana 
Visnugana 
Kaliyadajana 


panda 

Yama 
Jagannatha 
Balarama 

rst 
Vastraharana 


nartaki 
rst 
godohana 
gopdala 
gopaluni 
rst 


brahmana 
Kubalayabadha 
brahmana 
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cahapni mandapa 


north side 


south side 


east side 


west side 


door jambs (garudabakhara) 


east side 


south side 


bada 


bada 


bada 


bada 


APPENDIX | 


(from left) 
lower tier 


upper tier 
lower tier 
(from left) 
upper tier 
lower tier 
(from left) 
upper tier 
lower tier 
(from left) 


upper tier 


left 


right 


left 


right 


Sakatabadha 
maithuna 


maithuna 
maithuna 


ndyika 
Varuna 


maithuna 
empty niche 
ndyika 
empty niche 


maithuna 
musician 


rsi 
Brahma 


maithuna 
maithuna 


mrdangabadaka 
Visnu 


Brahma (top) 
meanders (bottom) 


Siva (top) 
meanders (bottom) 


dvarapdla (top) 
dalatadhdarini (bottom) 


dvdarapdla (top) 
alatadharini(bottom) 


eh 
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north side left Jaya (top) 


right Vijaya (top) 
vindvadini (bottom) 
majhibakhars 
south side left Ganga (top) 


¢camaradharini (bottom) 


right Yamuna (top) 
camaradharini (bottom) 


gama (linking vjjebakhara with majhibakhara) 


south side left Ganga (top) 
right Yamuna (top) 

gopura 

east side left Jaya (top) 
right Vijaya (top) 

west side left Jaya (top) 
right Vijaya (top) 


entrance from garugabakhara to majhibakhara 


left 
right guardian figures 


entrance from majhibakhara to vijebakhara 


left 
right guardian figures 
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APPENDIX TWO 
List of Wall Paintings 


Majhibakhara 

Bagakandi Upper panel Cranes in various poses 
and postures inside the 
river Yamuna. 

Middle panel Rdasakrida, Krsna 
dancing with gopis, on 
the banks of the river 
Yamuna. 

Lower panel Madhusudana,. Visnu 

(east wall) killing the demon Madhu. 

Lower panel Hiranvaviddarana, 

(east wall) Narasimha tearing open 
Hiranyanakasipu'’s bowl. 

Ghodakandi Upper panel Caparisoned horses with 
riders, galloping, 
running and walking. 

Middle panel Ndvakeli, Radha Krsna 
yugala. 

Lower panel Sundarivesa, Krsna in 

(east wall) the guise of a goldsmith. 

Lower panel Balarama with sakhts. 

(west wall) 

Gaikandi Upper panel Gogostha, Nanda’s cattleherd. 
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Otakandi 


Hamsakandi 
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Middie panel 


Lower panel 
(north wall) 


Lower panel 
(north wall) 


Upper panel 


Middle panel 


Lower panel 
(south wall) 


Lower panel 
(north wall) 


Upper panel! 


Middle panel 


Lower panel 
(west wall) 


Lower panel 
(east wall) 


Krsna rescuing the 
cowherd boys from the 
demon Trunasura, 
Sandhasurabadha 
Aghasurabadha,and 
Kefsibadha. 


Navagunjara 


Kancivijaya 


Camel with their 
mahuntas. 


Nanda's palace, 
Krsna and Balarama 
with their teacher 
Sandipani. 


Subhadraharana 


Arjuna in Dvaraka 


Swans in several 
poses and postures in 
the river Yamuna. 


Radha and Krsna 
inside kunjas engaged 
in romantic interludes 
on the banks of the 
river Yamuna. 


Jagannatha, 
Balabhadra 
and Subhadra. 


Laksminarayana 
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Mankadakandi 


Hatikandi 


Harinakandi 
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Upper wall 


Middle panel 


Lower pane! 
(north wall) 


Lower panel 
(south wall) 


Upper panel! 


Middle panel 


Lower pane! 
(north wall) 


Lower panel 
(south wall) 


Upper panel 


Middle panel 


Lower panel 
(north wall) 


Monkeys in various poses. 


Samkirtanists, 
Gaudiya 
vaisnavas doing 
nagarakitran. 


Decorative border 


Decorative border 


Elephants inside a 
lotus pond. 


Krsna is leaving for 
Mathura, being escorted 
by Akrura. 

Gopis obstruct their way, 
and they enter the city of 
Mathura. 


Gajoddharana 


Anantasayana 


A herd of deer in 
various poses. Four 
tigers wait to catch 
them. 


Trivikrama, Laksmi 
Narasimha 
Harihara and 
Godohana. 


Decorative border 
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Lower panel! Decorative border 
(south wall) 
Majhikandi Upper panel Kamsa hears the 


verdict that the 
eighth child of 
Devaki will kill him. 
He puts Devaki in 
the prison house 
along with Vasudeva. 
Vasudeva and 
Devaki in the 
prison,Kamsa, 
snatches the child 
from Devaki 

and strikes it 

against a pole, 
Ugrasena is 
punished. 


(south wall) Vasudeva is taking the 
child Krsna out of 
the prison. Ugrasena 
obstructs his way, 
Vasudeva crosses the river 
Yamuna, exchanges the 
baby in YaSoda’s apartm- 
ent, Kamsa is informed of 
the birth of Krsna, rushes 
to the prison, snatches 
the child and hits against a 
pole. The child is trans- 
formed into Durga and flies 
away. 


(east wall) Kamsa in the court, 
courtiers, Gods and 
Goddess are in attendance. 
Kamsa goes with Devaki 
and Vasudeva in a chariot 
after getting them married. 


oof 
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Maijhikandi 


APPENDIX 11 


(west wall) 


Middle panel 


(south wall) 


(east wall) 


(west wall) 


Gods and Goddesses in 
heaven are terrified at 

the power and deeds 

of Kamsa. They approach 
Visnu on the ocean of 
milk, and after prayers, 
Visnu promises them 

that he would be born as 
Krsna, to kill Kamsa, and 
free the world from evil. 


Putana feeds Krsna. 
Krsna kills Putana while 
suckling her breasts. 
YaSsoda cures Krsna 

by brushing him with 
the tail of a cow, 
Sakatasurabadha. 
Krsna killing the 

cart demon Sakata. 
Krsna learning lessons 
from his Guru. 


Krsna playing in the 
dust asking for cheese, 
stealing cheese from the 
milk maiden's house. 
Gopis complain, Yasoda 
admonishing Krsna. 
Krsna eating dirt. 


Sakatasurabadha, 
Krsna with Yasoda and 
Balarama, Krsna and 
Balarama learning 
lessons from Sandipani. 


Nandautsava, people of 
Gopa are rejoicing at 
the birth of Krsna, 
Nanda is seen in his 
place, ddaris are 
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dancing, apsaras are in 
heaven, sweets are 
distributed. Drummers 
and pipers are playing 


music. 
Maijhikandi Lower panel Bakasurabadha, Krsna 
(north wall) and Balarama tending 


cows in the forest, 
Aghasurabadha, Krsna 
killing the demon Agha, 
Krsna is killing 
Trnasura, Krsna with 
Nanda and YaSsoda. 


(south wall) Krsna and Balarama 
tending cows in the forest. 
Dronasura is carrying 
Balarama on his 
shoulders, vastraharana. 


(east wall) Akrura alights from his 
chariot and pays respect to 
Krsna. 
Krsna and Balarama 
with gopdlas seen in the 
forest. Akrura extends 
invitation to go to 
Mathura to witness bow 
festival. 


(west wall) Krsna and Balarama 
buying berries (koli). 
Yasoda with a gopi and 
Krsna in her apartment. 
Krsna and Balarama 
seen tending cows 
with friends in 
the forest. 
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(west wall) 
(south side) 


(west wall) 
(north side) 


Upper panel 
(north wall) 


Middle panel 
(north wall) 


Lower panel 
(north wall) 


Upper panel 
(south wall) 


Middle panel 
(south wall) 


Lower panel! 
(south wall) 


Astasakhi in kunja, 
Sudefsi, Indurekha, 
Rangadesi, Tungavidya. 


Astasakhi in kunja 
Lalta, Campakalata, 
Visakha, Citra. 


Indra, Agni, Yama, 
Nairuta, Varuna. 


Matsya avatdra, 
Kachapa avatdra, 
Varaha avatdra, 
Narasimha avatdra, 
Vamana avatdra. 


Ramapattabhiseka 


Ananta, Brahma, 
Aisanya, Kuvera, Vayu. 


Parsurama avatdara 
Rama avatdra 
Balarama avatdara 
Buddha avatdra 
Kalki avatara 


Radha Krsna in kunja, 
Narada 
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APPENDIX THREE 


Temple Records 


(1) This record is now in the possession of Lokanath Baxi Patnaik of 
Dharakote. It is written in Oriya with Oriya scripts. The numericals are 
in English. It gives a list of temple servants who have received cooked 
offerings and cakes from the Gundica temple during the return car festi- 
val. It mentions thirty-two servants in two columns (the left coulmn 
mentions fourteen and the right one lists eighteen). The cooked offerings 
have been distributed in pots. Twenty-six of them have been given to the 
servants as mentioned in the left column. Sixty-two have been distributed 
to the eighteen servents as mentioned in the right column. The record is 
signed in the year nineteen hundred and thirty-nine on the sixteenth day 
of June. 


(2) This record is in the possession of the Temple Administration, Jagannatha 
Temple, Dharakote. The language and script are in Oriya, and the 
numericals in English. The record is produced here in three pages. It has 
three columns. The left column lists twenty-four festivals which are 
celebrated in the Jagannatha temple. The middie column mentions the 
expenditure, in terms of rice. whereas the right column mentions ex- 
penditure in rupees. It is unsigned. 
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_ ଶୁ ସ୍ଟସଗ୍‌ସଣ୍ଡସଇନ୍ତ. ସକ୍ଷଂଭସ୍କାର ନାଲ 5 ସାତରୁ ରର 
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Temple Record (i) List of Temple servants 
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APPENDIX FOUR 


List of Craft Persons in Dharakote 


Name of the Craft 


Pata Painting, Masks 
and Cowdung Toys 


Stone Carving 


Name of the Craft Persons 


Brindabana Maharana, age 40. 


Rabindra Kumar Maharana. agel5. 


Jogindra Mahapatra, age 65. 
Krsna Mahapatra, age 25. 
Nilamadhaba Mahapatra, age 25. 
Bipragcarana Mahapatra, age 25. 


Shyamasundara Mahapatra, age32. 


Ramahari Mahapatra, age 40. 
Prafulla Mahapatra, age! 7. 


Rajendra Kumar Mahapatra,age19. 


Kamala Mahapatra, age 35 (w). 
Nityananada Mahapatra, age 45. 


Satyabhama Mahapatra,age 50(w). 


Shoba Mahapatra, age 36(w). 
Basanti Mahapatra, age 15(w). 
Sasikala Mahapatra, age 40(w). 
Padmavati Mahapatra, age 65(w). 
Golapa Mahapatra, age 22(w) 
Harapriya Maharana, age 36(w). 
Santosi Maharana. age 16(w). 


Surendra Mahapatra, age 46. 
Rajendra Mahapatra. age 19. 
Purnabasi Mahapatra, age 40. 
Debendra Mahapatra, age 45. 
Nilacala Mahapatra, age 13. 
Sasikala Mahapatra, age 35(w). 
Sumitra Mahapatra, age 18(w). 
Kanaka Mahapatra, age 25(w). 
Goura Candra Maharana, age 45. 
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Pottery 


Applique 


Solapith 


Documented in the year 1984. 


Udayanatha Maharana, age 21. 


Candramani Maharana, age 23. 


Govinda Behera, age 30. 
Trinatha Behera, age 30. 
Surya Behera, age 21. 
Banamali Behera, age 64. 
Bamsidhara Behera, age 20. 
KailaSsa Behera, age 25. 
Krsna Behera, age 35. 


Rabi Mahapatra, age 22. 
Sunia Mahapatra, age 14(w). 


Sukanti Mahapatra, age 16(w). 


Parvati Mahapatra, age 40(w). 


Yudhisthira Muni, age 36. 
Kishore Muni, age 20. 
Araksita Muni, age 30. 
Dibakara Muni, age 16. 
Sibarama Muni, age 55. 
Manjula Muni, age 17(w). 
Hadu Muni, age 17. 
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APPENDIX FIVE 


Important Personalities of Dharakote 
at the Beginning of the Twentieth Century (1909 A.D.) 


Cintamani Mohanty has composed a small booklet entitled Dharakote 
Darsana. This contains poems eulogising Dharakote, its natural beauty, rulers 
and important personalities. This has been published by the Kefsari Printing 
Press, Dharakote in 1909 A.D. Although nothing specific has been men- 
tioned with regard to the Jagannatha temple, there are general references, 
which are most probably connected with the Jagannatha ternple. The construc- 
tion of the temple has been completed in 1914 A.D. and when the booklet was 
published, it was under construction. From the preface of the book. it is known 
that Somanatha Mohanty, the younger brother of Cintamani Mohanty, has 
dedicated his brother’s literary masterpiece to King Madanamohana Singh. f[t 
may be presumed that the poems have been composed earlier than 1909 A.D. 
Since the temple was not completed at the time, the poet probably has prefered 
not to be specific about it. Nevertheless, he mentioned that the temple is 
surrounded by a strong compound wall, and that the view of the palace is 
superb as seen from behind. This is a definite reference to the Jagannatha 
temple. The poet also says that the people of the town are experts in the 
applied arts (vyavahdara kald). In praise of temple art, he writes that any 
person who could appreciate the fine workmanship of the temple art is likely 
to be awestruck. 


In his last poem, Cintamani Mohanty refers to a few personalities of 
the town. Of them, a few are employed in the palace as clerks, teachers. etc., 
while the rest are affiliated to the Jagannatha temple. This can be ascertained 
from their titles. I have bracketed the words ‘bhai’ and ‘babu’ which are not 
the titles or surnames of the persons. but are a mode of address. In certain 
other cases where he has mentioned the caste karana against the name, with- 
out mentioning the surnames, I have bracketed the name ‘Patnaik’ along with 
their names. A few other personalities are mentioned without their first names. 
but with their customary titles, which most probably refers to their service 
(seva) in the Jagannatha temple. There are Hadaparatna (Sl. No. It), Bebarta 
Patnaik (SI. No. 260 and Pattajyotisa (SI. No. 30). Besides, Bhagirathi Bebarta 
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( Sl. No. 15), Candramani Srikarana (S1.No.16), Balaji Gantayata (SI. No. 
21), Lingaraja Rajapurohita (Sl. No. 31) and Maguni Raigaru (or Rajaguru), 
were all most probably rendering services to the Jagannatha temple. Given 
below is the list of names: 


1. Kutucha Rao Pandit, Sirastadar 

2. Basudeva (Patniak), Private Secretary 

3. Basudeva Mahapatra, Tarkaalankara (versatile Sanskrit scholar) 
4 


Lakshmi Sarana Bhatta. The poet has requested him to publish work 
on Upendra Bhanja 


5. Taranaith (babu), Teacher from Cuttack 

6. Dayanidhi Dasa, Teacher 

7. Bhubaneswer (babu), Teacher 

8. Sankara (nana), Teacher 

9. Padamanabha Panda, Teacher (expert in karmakdanda rituals) 


10. Surya Prakasa Vaidyaratna, probably from the present Andhra area. 
The poet requests him in his poem to translate an Andhrapothi into 
Oriya. 


11. Hadaparatna 

12. Narayana Cau (Patnaik) 

13. Dinabandhu (bhai), employed in the palace 
14. Niladri (bhai), Head Clerk 


15. Bhagirathi Bebarta, a man of dubious character (of Haridakhandi, 
district of Ganjam) 


16. Candramani Srikarana, appointed to a high post. 
His father was a popular poet like Raja Krishna Singh 
17. Radhu ( Radha Mohan Patnaik) 
18. Baidyanatha (Baidyanatha Patanik) 
19. Ksetrabasi Pathi, Revenue Surveyor 


20. Ayodhya Dasa Babaji, Chief Mahanta in charge of all the mathas of 
Dharakote. The poet is sad to notice the deterioration of the 
Gaunikia matha. The subjects (praja) of 
Dharakote used to denote a gauni (unit of 
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21. 
22. 
23. 
24. 
25. 
26. 


27. 


28. 


29. 


30. 


31. 


32. 


33. 
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APPENDIX V 


measure) rice. The poet expresses his surprise 
that despite the donations, the condition of the matha is becoming worse. 


Bipra Gopinatha Misra, Purana pathaka (reciter of Purana) 
Balaji Gantayata 

Vaidyabhusana 

Purusottama Swain, a great personality 
Gapala Patnaik, a poet. 

Bebarta Patnaik, a poet of high calibre. 

The poet of this booklet has 

requested Bebarta Patnaik to 

publish Premasudhanidhi with a 
commentary (tika). 

Ananta Dasa, composer of Tarakamahatmya 
The poet has urged Ananta Dasa to 
compose two more Mahatmyas. 


Syama Sundara Goswami, journalist and patriot, 

lives in the village of Putu near Dharakote. Syama Sundara had 
organised a library in the memory of his father 

namely ‘Vinayaka Pathagara’ 


Sahitya Bhusana, a popular Sanskrit scholar of Dharakote 
Pattajyotisa, the poet is urged to compose a simple 

book on astrology 

Lingaraja Raja Purohita, a respectable personality 
Lokanatha Misra, a traditional Sanskrit pandit 

Lingaraja Sarma, the poet is sad, because Lingaraja 

has neglected his literary pursuits. 

Nilakantha Kaviraja, He is known as gairika pandita. 

The poet urges him at least to compose some ¢handa pothi 
with commentary (rika) 


Maguni Raiguru, a Sanskrit scholar. 
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Akhada 46. 53 
Akhiphuteiva 57 
Akshyayatrtiya 84 
Alakapati 75 

Alata 37, 93 

Alasakanya 24, 25, 26, 30, 33, 64 
Anantasayana 43, 67. 68 
Anasarapati 71. 84, 85. 91 
Anavasara 13 

Anjali mudra 67 

Arati 81, 82, 92 

Artatrana Coautisa 45, 49 
Astasakhi 33, 65 

Astra 85 

Ayudhas 37, 97 


B 
Bada 6.44, 49, 71 
Bada Odia 44. 71 
Bada Odia matha 44, 71 
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Badadanda 14, 95 
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Balabhoga 80 


Balarama 29, 45, 46. 48, 50, 52, 64, 66. 


67, 70, 71, 73 
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Balarama lila 36, 45 
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Citrakara 10. 11, 33, 36, 46, 48, 49, 55, 
56. 57. 58, 59. 75, 77 


D 

Dadhimanthana 29, 64 
Dadhivamana 20, 21, 22, 85 
DahicOuna 56 
Daitapatis 13, 93 
Daksina 39, 85 
Dandi Ramayana 45 
Daraji 89, 91 
Daris 82 
Darpana 33 
Dasavatara 

1. 12, 24, 28, 33, 35, 43, 48, 65 
Dasavatara paintings 35 
Deula 6, 7, 9, 23, 27, 91 
Devadasis 30 
Devanitis 79 
Devasnana 23, 81, 83, 84, 90, 92, 93 
Dhanusamkranti 88 
Dhoti 40, 57, 73 
Dhipa 21, 47, 80, 81, 83, 85, 90, 92 
Dhyanamantras 46 
Dikpala 28, 35, 36, 64, 86 
Dikpala paintings 35, 36 
Doria 24 
Dvaraka 38 

G 

Gajavidala 31 
Gajoddharana 68 
Gama 23, 27, 28, 29, 30, 33, 35, 36, 48, 

55, 83, 84 
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Gandharvas 38 
Gandi 6, 25 
Ganjapas 12 
Garuda 55 


Garudabakhara 19, 20, 22, 23, 25, 26, 27, 
29, 30, 31 


Ghanta 23, 24, 26, 27, 33, 37 
Girigovardhana 29, 34, 43 

Gitagovinda 21, 28, 30, 31, 45, 96 
Godohana 35 

Gogostha 39 

Gopalila 46 

Gopi 20, 22, 25, 26, 29, 31, 32, 34, 35 
Gopibhasa 56, 57 

Gopinatha 43 

Gundicda 21, 23, 49, 81, 95 


H 
Haritala banaka 57 
Hiranyavidarana 36, 49, 66 
Homa 16, 61, 77, 85, 92 


Istadevi 13 


J 
Jabita 92 
Jagamohana 6, 7, 9, 19, 25, 40, 45 


Jagannatha 2, 3,4, 5, 8, 9, 10, 11, 12, 
13, 14, 15, 16, 18, 19, 20, 21, 22, 
23, 27, 28, 29,32, 36, 37, 40, 43, 44, 
45, 46, 47, 48, 49, 50, 51, 52, 55, 57, 
58, 59, 61, 62, 63, 64, 65, 67, 
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69, 78, 79, 80, 82, 83, 84, 85, 
86, 88, 89, ୨90, ୨1, 93, 95, 96, 97 


Jagannatha Dasa 44 
Janmastami 87 
Jaupata 12 
Jhalamac6ala 25, 26, 27 
Jhampasimha 24, 27, 31 
Jhanja 40, 84 
Jisas 24 
Jogindra Mahapatra 
49, 81, 82, 83, 84, 85, 86, 87, 9୨1 


K 
Kadamba tree 34, 87 
Kaithaatha 58 
Kalinga 1, 2, 3, 4, 5, 6, 7, 8, 47 
Kalinganagara 3 
Kamsabadha 35, 97 
Karicala 74 
Kanceli matha 50 
Kancivijaya 36, 43, 47, 49, 53, 68 
Kandarpa ratha, kamakunjara 49 
Kandi 32, 33, 39, 65, 66. 73 
Kapittha 59 
Kesava Maharana 19 
Khakara 7 
Khalipakeiva 84 
Kumbhadhadi 73 
Kunja 33, 34, 65, 67 


L 
Lalitabhangi 70 
Lalitasana 35, 70, 97 
Lavanyavati 12, 15 


INDEX 


Lepakshi 72 
Lilas 34, 45 


M 
Madala panji Cihattisa niyoga 89 
Madhusayya 83 
Madhusudana 36 
Madhyavindu 64 
Magaras 67 


Mahabharata 19, 22, 41, 44, 45, 48, 
52, 53, 81 


Mahadipa 87, 88, 91 
Mahaprasada 21 
Maharanas 9, 95 
Mahasnana 80 
Mahisamardini Durga 28 
Manabharnjana nataka 47 
Manasollasa 58, 60 
Mahuntas 40 

Maithuna mirtis 27, 40 


Majhibakhara 19, 23, 25, 26, 27, 28, 29, 
31, 32, 39, 48, 55, 65, 80, 81, 82, 
86, 87, 89, 91 


Mandapa 8, 9, 10, 11, 21, 23, 26, 27, 38, 
44, 66, 67, 68, 69, ୨0, 92 


Mathura 9, 19, 35, 45, 46, 66, 67 
Mathuragamana 35, 46, 66, 67 
Meliaput Radhakrsna temple 65 


Mithuna 24, 27, 29, 40, 64, 97 
Mregini Stuti 49 

Muga 55 

Mukhalingam 7 

Mukhasala 9 
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Mukhasingara 91 
Mukhavasa 33, 81 
Mundamarei 11, 12, 14, 47, 97 


N 
Nandautsava 87 
Nandostava 35 
Narasimha 5, 28, 36, 39, 49, 75 
Navagunjara 11, 36, 43, 48 
Navakalevara 13 
Navakeli 54, 45, 47 
Netrotsava 57, 85 


O 
Odhani 73, 74, 88 
Olatasua 33 
Osakothi 10, 13 

P 


Padmalata 40 

Padmamandala 67, 87 

Padmasana 35, 37, 38, 70 

Pahandi 92, 93 

Paijamas 73 

Panata 73 

Pancoamrta 80 

Panda Rama Prasad 20 

Pandas 21. 37, 70, 73 

Paralakhemandi 2, 3, 4, 8, 10, 12, 44, 76 

Parsvadevatas 28, 65 

Paia 9, 10, 16, 17, 36, 56. 58, 62, 
63, 76. 77, 84, ୨91 
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Pitha 7, 19. 22, 23, 24, 83 
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89, 91, 92 
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Putanabadha 46 


R 
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Rahasya Manjari 45 
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22, 37, 41,49, 73, 79, 80, 83, 86, 
89, 90. 93 


Raja Krsna Singh 19, 20 
Rajajema 96 
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Rama nataka 46 
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Rasakrida: 34 

Rasalila 70 

Rasamandala 49 
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Yugala 29, 34, 64, 67, 70 


246 


Digitized by srujanika@gmail.com 


Dinanath Pathy. is a practising 
contemporary painter, writer and art 
historian. Designed and curated 
International Exhibitions— Indian Popu- 
lar Art in Sweden and USSR for Festival 
of India, Kalinga Bali Yatra- Internationa! 
Orissan Festival in Indonesia. Acted as 
Commissioner, Director and Jury for 
prestigious International events like, 7th 
Triennale India, 4th Cairo Biennale, Na- 
tional Contemporary Art Exhibition etc. 
Co-author to Dr. Eberhard Fischer for 
publications— Orissa Kunst und Kulture 
in Nordost Indien, 1980, Die Perlenkette 
Dem Geliebten Elf illustrierte Palmblatter 
Zur Rasika Haravali, 1990, Murals for 
Goddesses and Gods—The Tradition of 
Osakothi Ritual Paintings in Orissa, 
1996. Illustrated Children books for 
Unicef, New York in collaboration with 
Eberhard and Barbara Fischer. Author of 
Traditional Paintings of Orissa, Essence 
of Orissan Paintings, Painted Icons and 
Mural Paintings in Orissa. Exhibited in 
India and in Zurich, Japan, Indonesia, 
Sweden, Moscow, China and London. 
Awarded President of India Silver Plaque 
for Painting, A.L. Basham Memorial 
Award for Research, Sahitya Akademi 
Award for Creative Writing, and 
Certificate of Honour in 98 International 
China Art Expo. 

Recipient of British Council Fellowship, 
Nehru Trust, Victoria &Albert Museum 
Fellowship, Japan Foundation Fellowship 
and BEF Foundation, Zurich Fellowship. 
Held important assignments—Curator of 
Art and Crafts, Orissa State Museum, 
Founder Principal, B.K. College of Art 
and Crafts, Bhubaneswar and Secretary, 
Lalit Kala Akademi, New Delhi. 

Now working on "Renewal Art—The In- 
dian Tradition with specific reference to 
the work of Citrakdras in Orissa” on a 
Jawaharlal Nehru Fellowship. 


2001; 29cm; pp. vii+ 246; 252 Plates; Index; 
ISBN: 81-7574-105-8 


Digitized by srujanika@gmail.com 


° 


SUNDEEP PRAKASHAN 


Digitized ny Srifariea@enaT.com 


